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THE  MASTER  E.  S.  The  large  Madonna  of  Einsiedein.  L.  81.  Dresden 
Size  of  the  original  engraving  210  X 123  mm. 


THE  MASTER  E,  S. 


By  Max  Geisberg. 


|N  the  history  of  engraving  the  Master  E.  S.  is 
the  first  to  break,  with  these  two  letters,  the 
silence  kept  by  his  elder  fellow  artists  about 
their  personality.  That  is,  if  we  are  not 
mistaken  in  interpreting  them,  as  we  are  inclined  to  do, 
as  the  initial  letters  of  his  Christian  name  and  surname. 
He  himself  does  not  sign  from  the  first,  but  only  in  the 
last  years  of  his  life,  1466  and  1467.  Thus,  out  of  the 
317  engravings  by  him  which  are  known  to  us,  only 
eighteen  show  the  two  letters  ]£  S side  by  side,  and  only 
eight  besides  the  letter  ]£  or  c alone.  The  artist’s 
commercial  interest,  in  giving  to  the  purchasing  public, 
by  such  a signature,  an  indication  of  his  personality  and 
place  of  abode,  is  better  served  by  such  initials  than  by 
the  still  earlier  practice,  which  is  to  be  met  with  about 
ten  years  before  this  in  the  works  of  some  engravers  of 
the  Lower  Rhine,  the  use  of  a house-mark.  House- 
marks  are  those  signs,  like  runic  characters,  which,  in  the 
bourgeois  ranks  where  we  have  to  look  for  the  earliest 
engravers,  were  frequently  employed  in  lieu  of  a coat- 
of-arms,  a monogram  or  a signature.  It  would  be  quite 
untrue,  moreover,  to  say  that  advertisement  for  business 
purposes  was  the  motive  for  the  appearance  of  these  two 
modes  of  signature.  They  are  rather  to  be  explained  by 
a craft  usage  of  long  standing,  namely,  the  obligation  of 
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the  goldsmiths,  precisely  laid  down  by  the  laws  of  the 
guild,  to  provide  every  piece  which  they  turned  out,  for 
verification  and  for  a guarantee  of  the  right  proportion 
of  fine  metal,  with  a stamp  of  some  sort,  whether  an 
heraldic  emblem,  or  an  initial,  or  the  house-mark  of  the 
craftsman.  For  to-day  it  may  be  taken  as  proved  that 
in  the  early  period  of  German  engraving,  say,  from  1440 
to  1470,  it  was  exclusively  the  goldsmiths  who  plied  the 
engraver’s  burin.  The  house-marks,  which  it  is  difficult 
to  impress  upon  the  memory  and  impossible  to  describe, 
are  early  combined  with  the  initials  of  a name  (e.g.,  in 
the  world-famed  signature  of  Schongauer),  soon  to  sur- 
render the  field  to  the  initials  by  themselves,  a sign  that 
the  purchasing  public  of  that  early  period,  which  we  are 
too  apt  to  picture  to  ourselves  as  naive,  was  really 
paying  attention  to  such  things  already.  Otherwise  it 
would  be  difficult  to  explain  both  the  existence  of 
certain  contemporary  deceptive  copies  with  the  forged 
monograms  of  other  artists,  and  the  large  number  of 
excellent  early  impressions,  splendidly  preserved,  in  our 
collections. 

For  the  art  of  our  Master  E.  S.  the  fact  is  of  great 
importance  that  he  was  a goldsmith,  not  a painter,  like 
the  men  who  belonged  to  the  following  generation  in  the 
last  third  of  the  fifteenth  century,  among  whom  Martin 
Schongauer  and  the  Master  of  the  House-book  are  the 
best  known.  For  a painter,  who  is  accustomed  to  paint 
his  picture  in  varied  colours  on  a panel  grounded  with 
white,  the  pictorial  quality  of  the  representation  follows 
as  a matter  of  course,  like  the  appearance  of  distance,  the 
solidity  of  the  figures,  their  arrangement  one  behind 
another,  their  detachment  from  neighbouring  objects 
through  variations  in  colour  and  light  values,  and  the 
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THE  MASTER  E,  S.  The  Blessed  Virgin  in  a chambe:?.  L.61.  Vienna,  Albertina, 
From  the  Hofbibliotbek 

Size  of  the  original  engraving  152  X 112  mm. 
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even  distribution  of  work  over  the  whole  painted  surface. 
The  three  clearly  distinguished  degrees  of  distance 
known  to  landscape  painting,  a green  foreground,  a 
brown  middle  distance,  and  a blue  background,  are  to 
be  found  plainly  reproduced  in  Schongauer’s  engravings. 

The  latter  give  the  effect  of  coloured  representations 
translated,  on  a reduced  scale,  into  the  language  of  black 
and  white.  The  practice  of  indicating  materials  accur- 
ately, and  the  power  of  expressing  colour  by  technique, 
which  are  generally  stated  to  be  Diirer’s  achievement, 
are  actually  to  be  found  twenty  years  before  in  the  early 
works  of  Schongauer,  as,  for  instance,  in  the  large 
Adoration  of  the  Magi.  The  painter  of  that  period, 
trained  by  the  study  of  nature  and  the  model,  is  a com- 
paratively good  draughtsman.  His  comrades  in  the 
studio  and  his  apprentices  sit  to  him,  draped  in  rags  and 
tatters,  as  models  for  his  saints  ; his  sketch-book  gets 
Tiled,  as  the  years  go  b}^  with  the  utmost  variety  of 
objects  and  motives  which  may  come  in  useful  some  day. 
Compared  to  him  the  goldsmith  was  badly  off  when  he 
took  up  the  graver.  In  his  training  drawing  Tiled  a 
subordinate  place  as  compared  with  engraving  and, 
especially,  hammering  metals.  He  possessed  no  sketch- 
book, and  had  never  been  made  to  draw  from  the  model 
or  from  nature  ; he  drew  his  knowledge  of  forms  from 
old  patterns  and  from  his  own  recollection.  Few  per- 
formances of  engraving  properly  so  called  can  be  found 
on  pieces  of  goldsmith’s  work  that  date  from  the  Middle 
Ages,  and  only  a diminutive  number  of  the  many 
hundreds  of  German  goldsmiths  of  the  Tfteenth  century 
have  left  us  any  engravings  at  all. 

But,  curiously  enough,  just  these  limitations  which 
hemmed  in  the  goldsmith-engraver  on  ever}^  side  are  the 
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reason  for  a peculiar  charm  in  his  work,  an  advantage 
which  it  enjoys  over  the  productions  of  the  painter- 
engraver,  namely,  the  purity  of  style  which  distinguishes 
his  engraving.  For  the  goldsmith  an  engraving  is 
nothing  else  than  the  multiplication  of  a design  incised 
upon  a piece  of  metal  work,  not  a painting  metamor- 
phosed, in  which  violence  must  be  done  to  the  engraver’s 
means  of  expression  to  adapt  them  to  an  artistic  effect 
which  is  foreign  to  this  technique.  This,  doubtless  un- 
conscious, moderation  in  aim,  effect  and  means  brings 
the  works  of  the  primitive  engravers  peculiarly  near  to 
our  own  time.  To  this  has  to  be  added,  in  the  case  of  the 
Master  E.  S.,  the  copious  conventional  style  of  a late 
Gothic  artist,  strictly  personal,  at  strife  with  the  truth 
of  Nature,  but  always  consistent,  in  a style  that  expresses 
itself  in  the  tastefully  arranged  masses  of  drapery,  the 
stiffly  curled  hair,  the  crisp  regularity  of  the  foliage,  as 
well  as  the  impetuous  and  affected  attitudes,  the  spring- 
ing gait  of  the  men  and  the  constrained  pose  of  the 
ladies.  The  goldsmith’s  penchant  for  the  dainty,  his 
aptness  to  put  ornament  on  every  object,  is  never  belied. 
Notice  the  refinement  and  exaggeration  of  the  forms  of 
Gothic  architecture,  corresponding  to  the  application  to 
precious  metal,  on  the  design  for  a big  Gothic  monstrance. 
Lehrs  306.  Besides  the  series  of  66  tiny  religious  subjects 
which  were  meant  as  patterns  for  the  decoration  of 
knops  and  the  feet  of  chalices,  and,  besides  the  frequent 
use  of  goldsmiths’  punches  on  flowers  and  ornamental 
stars,  and,  as  Molsdorf  has  recently  proved,  also  in  the 
small  letters  of  the  inscriptions,  this  print  especially  affords 
the  proof  that  the  Master  E.  S.  was  actually  a goldsmith. 
He  has  twice  engraved  the  patron  of  goldsmiths,  St.  Eligius. 
Can  this  be  the  saint  after  whom  he  was  named  ? 
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We  have  thus  gained  an  important  indication  of  where 
we  have  to  seek  the  Master.  In  the  fifteenth  century,  in 
all  Germxan  towns  worth  considering  as  the  residence  of 
so  versatile  an  artist,  the  goldsmiths  were  strictly 
organised  in  special  guilds  and  everywhere  firmly  divided 
from  the  guilds  of  painters.  But  our  knowledge  of  their 
members  in  these  early  times  is  only  scanty,  and  many 
more  decades  will  elapse  before  the  material  of  the 
German  municipal  archives  is  so  far  worked  through  and 
published  that  the  solution  of  the  riddle,  what  artist’s 
name  is  disguised  by  the  two  initials  E.  S.,  can  fall  like 
a ripe  fruit  into  our  lap.  Till  then  we  must  look  about 
for  other  indications.  Of  these,  the  determination  of  the 
dialect  of  the  German  words  which  the  Master  himself 
has  introduced  on  his  engravings  has  the  greatest  claim 
to  respect.  But  of  such  words  there  are  only  34  in  all, 
and  even  of  these  very  few  admit  of  a localisation,  to 
which  the  best  experts  in  mediaeval  German  dialects  are 
very  reluctant  to  commit  themselves  without  great 
reserve.  According  to  their  opinion,  the  region  of 
Bregenz,  Constance,  Schaffhausen  and  St.  Gallen, 
the  region  of  the  Lake  of  Constance  and  north-eastern 
Switzerland,  has  most  claim  to  the  dialect  used  by  the 
Master  E.  S.  Strictly  speaking,  this  would  only  deter- 
mine his  home  and  not  also  the  place  in  which  he  worked, 
though  it  is  certainly  most  obvious  to  assume  that  the 
two  coincide.  Almost  the  same  Alemannic  speech  was 
used  in  the  whole  of  Switzerland,  in  Alsace,  Baden,  and 
in  the  Swabian  portion  both  of  Bavaria  and  Wurtem- 
berg,  and,  considering  this,  there  would  be  no  objection 
to  supposing  the  Master  to  have  worked  at  Strassburg 
or  Ereiburg.  But  it  is  probably  no  mere  chance  that 
some  further  observations  can  best  be  reconciled,  without 
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THE  MASTER  E.  S.  Arms  of  the  ReibeisensFamily  (?) 
Original  of  L.  219.  British  Museum 
Diameter  of  the  origir.al  engraving  65  mm. 
iSchongauer’s  monogram  has  been  added  with  pen  and  ink) 
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any  special  pleading,  with  the  district  already  circum- 
scribed, the  Lake  of  Constance  and  Eastern  Switzerland. 
No  less  than  three  engravings  by  the  Master,  produced 
in  1466,  are  devotional  pictures  for  the  monastery  of 
Einsiedeln  in  Canton  Schwyz  ; on  all  three  the  Madonna  is 
represented  enthroned  between  St.  Meinrad  and  an  angel 
in  an  open  chapel  (PI.  1).  With  our  modern  ideas  we 
should  expect  these  representations  to  agree  rather  closely 
with  the  miraculous  image  which  is  still  venerated  at 
Einsiedeln,  and  consequently  with  one  another.  But  that 
is  not  the  case.  Eifteenth  century  engraving  made  no 
such  claim  to  photographic  accuracy,  even  in  the  case  of 
portraits,  and  it  would  certainly  be  wrong  to  conclude 
from  this  divergence  that  our  engraver  could  never  have 
been  at  Einsiedeln.  Ele  was  only  concerned  with  pro- 
ducing devotional  pictures,  such  as  the  countless 
visitors  to  that  place  of  pilgrimage  would  like  to  buy  as 
a souvenir  as  well  as  from  pleasure  in  their  artistic 
merits,  which  far  excel  any  similar  little  pictures, 
whether  of  early  or  recent  date.  Whether  they  were 
ordered  by  the  monastery  or,  as  seems  to  me  more 
credible,  jiroduced  and  put  on  the  market  by  the  en- 
graver on  his  own  account,  the  probability  that  they 
were  produced  not  very  far  from  Einsiedeln  is  in  my 
opinion  greater  than  that  of  the  other  hypothesis.  And 
the  same  monastery  of  Einsiedeln  has  a costly  reliquary 
made  for  it  in  this  very  3^ear  1466  by  a certain  Master 
Nithart  at  Constance.  Bossert  has  dwelt  somewhere  on 
the  resemblance  between  a wall-painting  over  the  tomb 
of  Bishop  Otto  von  Hachberg  (d.  1455)  in  the  Minster 
at  Constance  and  the  largest  of  the  Einsiedeln  engravings 
by  the  Master  1C  S.  In  spite  of  all  the  differences  between 
the  two  representations,  their  connection  does  seem 
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THE  MASTER  E.  S.  Arms  of  the  Elector  Palatine. 
L.  218.  British  Muse  urn 
Size  of  the  original  engraving  67x66  mm. 

(On  Schongauer’s  monogram,  see  p.  209) 
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highly  probable  if  only  on  account  of  the  recurrence  in 
both  of  the  cusped  triangles  in  the  parapet  of  the  gallery. 

Years  ago  I pointed  out  that  the  Master  E.  S.  has 
twice  engraved  a coat-of-arms  which  is  identified  in  an 
almost  contemporary  book  of  heraldry  at  Wernigerode 
as  that  of  a family  named  Reibeisen.  One  of  the  two 
engravings  is  a small  round  print,  of  which  the  original 
only  turned  up  in  1912  (PL  3),  whereas  till  then  only  a 
badly  printed  copy  by  Meckenem  was  known.  The 
other  engraving,  a representation  of  the  Blessed  Virgin 
Mary,  signed  and  dated  1467  (PI.  2),  shows  on  the 
architectural  framework  of  the  picture  two  coats-of- 
arms,  which  evidently  belong  to  one  another.  One  of 
these  agrees  with  the  coat  on  the  round  print,  whilst  the 
other  unfortunately  still  remains  unexplained,  since 
Albert’s  identification  with  the  arms  of  the  Swiss  family 
of  Groben  or  the  Bavarian  family  of  Prantstetter  has 
turned  out  to  be  quite  erroneous.  At  first  I thought  I 
must  connect  the  arms  of  Reibeisen  with  a Strassburg 
family  of  the  same  name.  But  there  is  no  tradition  to 
show  what  arms  that  family  bore,  which  does  not  prove, 
indeed,  that  they  were  not  identical  with  the  arms  in 
question.  There  only  remains,  therefore,  an  Upper 
Swabian  family  with  the  same  name  of  Reibeisen,  for 
which  again  there  is  evidence  of  a connection  with 
Constance.  Bossert  is  even  able  to  produce  a bearer  of 
the  name  at  that  town,  of  plebeian  family,  the  grocer 
Hans  Ribysen,  in  the  list  of  persons  admitted  to  the 
citizenship  of  Constance  in  1414.  Recently  Lehrs  has 
asserted  that  the  object  represented  in  the  round  print 
is  not  a grater  (Reibeisen),  but  that  the  arms  are  those  of 
the  Swiss  family  of  Hechlingen.  That  may  be  possible, 
l)ut  it  can  scarcely  be  proved  that  the  object  represented 
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THE  MASTER  E.  S.  The  Arms  of  Austria.  L.  217 
Vienna,  Albertina,  from  the  Hofbibliothek 
Size  of  the  original  engraving  67  X 67  mm. 
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by  the  Master  E.  S.  on  the  shield  is  a hackle,  or  flax 
comb,  for  such  an  instrument,  with  its  innumerable  long 
iron  points  intended  for  hackling  flax,  must  have  tempted 
the  engraver  just  as  much  to  portray  its  character  as  the 
teeth  of  a grater  or  rasp,  which,  besides,  may  have  been 
something  quite  different  in  appearance  from  what  we 
use  to-day  in  the  kitchen.  In  short,  we  shall  only  be 
certain  when  the  discovery  of  a matrimonial  alliance  ex- 
plains the  connection  of  the  two  coats-of-arms  on  the 
Madonna,  to  be  explained  probably  as  those  of  the 
persons  who  commissioned  the  plate.  Besides  these  two 
prints,  however,  the  Master  E.  S.  has  engraved  nine 
more  coats-of-arms,  and  has  even  in  his  two  packs  of 
playing  cards  marked  in  each  case  a whole  suit  with  the 
arms  of  South  German  families  (PI.  11).  Unfortunately, 
our  expectation  that  by  identifying  these  arms  a reliable 
indication  of  the  engraver’s  home  could  be  gained  is 
doomed  to  disappointment.  For,  in  the  first  place,  not 
all  of  the  cards  concerned  are  extant,  but  only  55  out  of 
100,  and,  in  the  second  place,  the  absence  of  tinctures, 
which  did  not  get  established  in  heraldry  till  the  seven- 
teenth century,  and  the  omission  of  the  helms  with  their 
crests  make  it  impossible  to  identify  with  certainty  the 
majority  of  the  coats  ; they  remain  ambiguous,  and, 
after  all,  one  cannot  decide  whether  the  Swabian 
families  or  the  Swiss,  the  Franconian  or  those  of  the 
Upper  Rhine  predominate.  It  remains,  however, 
remarkable,  as  Flechsig  has  already  noticed,  that  the 
arms  of  the  Bavarian  Palatinate  and  those  of  Austria  are 
twice  found  in  juxtaposition.  Once  in  two  very  early 
engravings,  to  be  dated  about  1450,  one  of  which, 
L.  223,  is  extant  in  the  original,  the  other  only  in  a copy 
by  Meckenem,  G.  567.  We  meet  them  for  the  second 
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time  in  two  small  round  engravings,  to  be  dated  about 
1463,  L.  217  (PI.  5)  and  218  (PI.  4). 

By  glancing  at  the  pedigrees  of  the  two  princely 
races,  one  easily  discovers  that  they  were  actually  con- 
nected by  marriage  in  the  hfteenth  century.  Albert  VP, 
named  the  Spendthrift,  had  entered  in  1435  jointly 
with  his  brother  Frederick  V.,  afterwards  elected  German 
Emperor  with  the  title  of  Frederick  IIP,  on  the  govern- 
ment of  the  “ inner  Austrian  ” provinces  Carniola, 
Carinthia  and  Styria,  as  well  as  the  Swabian  and  Alsatian 
possessions  of  the  House  of  Habsburg,  but  had  then  fallen 
at  variance  with  his  brother,  with  whom  he  quarrelled 
still  more  violently  after  the  provinces  of  the  Power 
Austrian  line  came  back  also  into  their  possession  on  the 
death  of  Padislaus  Posthumus  in  1457.  The  quarrel  only 
ended  with  the  death  of  Albert  on  December  2nd,  1463. 
This  very  Albert,  who  resided  during  the  hostilities 
chiefly  in  the  outlying  western  parts  of  Austria,  married, 
in  1452,  Matilda  (b.  1419),  daughter  of  Pouis  the  Bearded, 
of  the  Palatinate,  and  widow  of  Count  Pouis  of  Wiirtem- 
berg  (d.  1450)  ; she  outlived  Albert  by  twenty  years. 
The  two  pairs  of  engravings  by  the  Master  E.  S.  have 
no  doubt  some  reference  to  this  marriage  between  Austria 
and  the  Palatinate.  There  is  not  much  result  from  this 
in  fixing  the  home  of  the  engraver,  for  the  outlying 
possessions  of  Austria  were  widely  dispersed  and  em- 
braced Sundgau  and  Breisgau,  large  districts  on  the  Take 
of  Constance,  as  well  as  Montfort  and  Feldkirch.  The 
recognition,  lastly,  of  specially  Swiss  watermarks,  such 
as  the  bear  of  Berne,  which  occurs  repeatedly  especially 
in  the  later  engravings  of  this  Master,  is  not  without 
importance  for  our  questions,  any  more  than  the 
typically  Swiss  heraldic  suit  in  the  two  packs  of  cards. 
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but  it  goes  without  saying  that  this  choice  of  suit-marks, 
like  the  trade  in  that  good  paper,  was  by  no  means 
strictly  confined  to  Switzerland  itself.  If  one  surveys  as 
a whole  all  these  indications  of  the  home,  or  place  of 
working,  of  the  i\Iaster,  we  shall  have  to  admit  that  not 
one  of  them  points  convincingly,  to  the  exclusion  of  any 
other  possibility,  to  one  of  the  districts  concerned, 
Switzerland,  the  Upper  Rhine,  Alsace,  Breisgau,  Swabia, 
or  the  Lake  of  Constance,  but  that  on  the  other  hand  the 
majority  of  indications  point  to  locating  his  home  with 
probability  in  the  neighbourhood  of  the  Lake  of  Con- 
stance. This  district  will  also  have  to  count  as  that  in 
which  he  worked,  so  long  as  no  proof  is  brought  forward 
that  the  Master  left  his  home  later  on,  apart  from  his 
“ Wander] ahre  ” as  an  apprentice. 

The  question  how  to  date  the  period  of  his  activity 
can  fortunately  be  answered  rather  more  definitely.  We 
know  at  the  present  day  317  original  engravings  by  the 
Master  E.  S.,  and  we  may  say  with  confidence  that, 
uncertain  as  attributions  may  be  in  single  cases  among 
the  oldest  engravings  of  the  fifteenth  century,  so  that  it 
has  been  necessary  in  quite  recent  times  to  re-name 
some  of  the  works  by  predecessors  of  E.  S.,  these  317 
prints  are  so  clearly  marked  off  from  the  work  of  his 
contemporaries  by  their  individual  style  and  technique 
that  there  is  no  more  fear  of  any  attributions  being 
cancelled.  Since  no  less  than  95  of  these  317  engravings 
are  unique,  and  certain  sets  have  come  down  to  us  very 
incomplete — the  packs  of  cards,  for  instance,  which 
must  have  numbered  either  52  or  48  pieces,  of  which  only 
15  and  42  respectively  are  extant — it  follows  that  the 
317  engravings  represent  a fragment  of  the  original 
complete  work  of  the  IMaster  E.  S.,  the  number  of  which 
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THE  MASTER  E.  S.  The  Infant  Christ  with  a Wish  for  the  New  Year.  L.  50.  VCeimar 
Size  of  the  original  engraving  140  X 103  mm. 
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has  been  conjecturally  put  at  over  1,000.  This  number 
appears  to  me,  indeed,  to  be  twice  as  high  as  we  are 
justified  in  thinking  it.  The  fact  that  another,  rather 
younger  engraver,  Israhel  van  Meckenem,  who  was  in 
the  strict  sense  a pupil  of  the  Master  E.  S.,  and  worked 
as  a wandering  apprentice  in  the  studio  of  the  Master 
till  the  latter’s  death,  copied  nearly  half  of  these  en- 
gravings, no  less  than  145  out  of  317,  and  the  observation 
that  among  his  other  engravings  about  38  more  are 
recognisable  by  their  style  as  copies  of  lost  originals  by 
the  Master  E.  S.,  lead  to  the  same  result.  Schongauer, 
whose  engraved  work  has  doubtless  come  down  to  us 
complete,  only  engraved  114  plates  and  Diirer  only  103. 
Since  the  plates  of  the  early  period  of  engraving  are 
comparatively  small,  and  in  contrast  to  the  large  en- 
gravings of  the  seventeenth  and  eighteenth  centuries, 
are  worked  over  only  in  a small  proportion  of  their 
entire  surface,  the  application  of  the  graver  being  con- 
fined to  the  contours  and  short,  delicate  hatching,  the 
actual  amount  of  labour  expended  and  the  time  required 
to  perform  it  were  not  very  large.  The  Master  E.  S.  was 
quite  capable  of  producing  the  500  plates  at  which  we 
estimate  his  engraved  work  even  in  a much  shorter  time 
than  the  fifteen  years  over  which  we  suppose  that  work 
to  have  extended.  In  his  total  production  his  engravings 
were  probably  in  a minority  as  compared  with  the  pieces 
of  actual  goldsmith’s  work,  such  as  monstrances, 
chalices,  goblets,  rings  and  chains,  that  he  turned  out. 

The  317  extant  engravings  of  the  Master  not  only 
display,  as  I have  said,  a style  and  technique  so  indi- 
vidual as  to  place  his  authorship  beyond  doubt,  but  they 
permit  us  to  recognise  such  an  astonishing  development 
of  these  two  elements  that  there  can  be  no  doubt,  for  the 


most  part,  about  the  sequence  in  time  of  the  engravings. 
Not  that  the  complete  engraved  work  can  be  apportioned 
with  absolute  certainty  from  day  to  day  and  from  print 
to  print.  But  it  is  really  possible  to  establish  with  the 
utmost  probability  a chronological  sequence  of  com- 
paratively small  groups,  as  carried  out  and  argued  by 
the  author  in  his  “ Anfange  des  deutschen  Kupferstiches” 
(1909).  To  go  into  this  question  again  here  is,  for 
several  reasons,  impossible.  Only  one  point  must  be 
expressly  emphasised,  that  the  reasoning  then  used  to 
prove  that  the  engravings  by  the  Master  E.  S.  dated 
1466  and  1467  belong  to  the  latest  stage  of  his  develop- 
ment has  been  in  no  way  shaken.  It  follows  from  this 
that  the  end  of  his  life,  or  at  least  the  cessation  of  his 
activity  as  an  engraver,  must  be  referred  to  the  year 
1468.  One  engraving,  the  heraldic  seven  of  the  larger 
pack  of  cards,  must  have  been  produced,  as  Kammerer 
pointed  out,  in  1463,  on  account  of  the  combination  of 
the  arms  of  the  three  spiritual  electors  that  occur  on  it 
(PI.  11).  The  date  1461,  which  occurs  twice.,  in  each 
case  on  the  second  state  of  two  other  engravings  by  the 
Master,  St.  Barbara,  L.  164  (PI.  9),  and  the  Madonna, 
L.  78,  proves  nothing  ; both  technique  and  style  forbid 
us  to  date  these  prints  earlier  than  1465,  and  it  is  more 
than  probable  that  Israhel  van  Meckenem  may  be  made 
responsible  for  this  ante  - dating  of  questionable 
legitimacy,  since  it  is  established  that  he  inherited  his 
master’s  stock  of  plates  at  his  death  and  re-touched  at 
least  forty  of  them  for  his  own  purposes.  It  was  then 
that  he  put  a small  M,  evidently  with  reference  to  his  own 
name,  on  the  large  plate  of  the  Einsiedeln  Madonna, 
L.  81  (PI.  1),  and  even  engraved  a false  monogram  of 
Schongauer  on  another  plate,  L.  218  (PI.  4).  For  the 
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dating  of  the  early  engravings  by  E.  S.,  the  following 
considerations  are  important. 

By  his  predecessor,  the  Master  of  the  Playing  Cards, 
we  know  a wonderful  portrait  of  St.  Bernardine  of  Siena, 
who  died  in  1448  and  was  canonised  in  1450.  The  por- 
trait can  therefore  have  been  produced  in  1450  at  the 
earliest.  Another  of  his  engravings,  the  Blessed  Virgin 
on  the  Serpent,  L.  29,  is  more  mature  in  its  technique 
and  therefore  to  be  dated  later.  This  very  engraving 
proves,  by  the  remarkable  large-leaved  plants  on  the 
ground  and  the  characteristic  tufts  of  grass,  that  the  Master 
of  the  Playing  Cards  must  then  have  been  acquainted 
with  early  works  by  the  Master  E.  S.,  and  especially 
his  plate  of  the  Sibyl,  L.  192.  This  engraving,  however, 
is  not  among  the  very  earliest  works  of  the  Master, 
but  is  preceded,  among  the  material  still  preserved  to  us, 
by  about  seven  other  engravings  of  an  evidently  earlier 
and  more  awkward  stage  of  development,  among  which  in 
my  opinion  the  third  place  should  be  given  to  the  arms 
of  Austria  and  Bavaria,  mentioned  above,  which  we 
should  like  to  connect  with  the  marriage  of  Duke  Albert 
in  August,  1452.  However  vaguely  connected  these 
observations  may  be  in  respect  of  chronology,  they  yet 
fit  in  without  constraint  with  the  very  probable  result 
that  the  earliest  engravings  known  to  us  by  the  Master 
E.  S.  will  have  been  produced  in  the  year  1451  or  1452. 
Thus  we  may  date  his  birth  about  1430  or  a little  later. 

Some  reference  to  the  personality  of  the  Master  seems 
to  be  afforded  by  the  engraving  of  St.  Barbara,  L.  164 
(Pi.  9),  but  for  the  present  no  interpretation  has  been 
achieved.  The  letters  Cf  ItHS  are  placed  in  a row, 
divided  by  the  head  of  the  saint.  We  cannot  dispose 
of  them  by  Albert’s  hypothesis  that  the  Master  wanted 
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THE  MASTER  E.  S.  St.  Barbara.  L.  164.  Second  State  British  Museum 
Size  of  the  original  engraving  159  X 105  mm. 


to  engrave  the  word  saut  (St.),  and  noticed  too  late 
that  the  letters  were  not  reversed,  as  they  should  have 
been,  on  the  plate.  If  the  mysterious  syllable  were 
only  a fragment  of  a word,  written  wrongly,  the  Master 
could  easily  have  obliterated  it  and  got  rid  of  the  traces 
of  the  erasure  by  putting  in  the  letter  5 on  the  other 
side  of  the  head. 

That  is  all  of  the  small  amount  that  we  can  say  about 
the  personality  of  the  Master  E.  S.  In  order  to  assign 
to  him  his  due  place  in  the  development  of  engraving, 
let  us  now  glance  back  at  the  beginnings  of  the  art,  at 
the  period  from  about  1440  to  1453,  at  the  Master  of 
the  Playing  Cards,  his  Netherlandish  fellow  craftsmen, 
and  his  South  German  copyists  and  imitators,  the 
contemporaries  of  men  like  Lochner,  Moser,  Witz  and 
Multscher.  The  German  engraving  of  that  time  has 
in  general  somewhat  the  character  of  a pattern  to  be 
copied,  whereas  in  Italy  it  has  the  character  of  a drawing, 
which  was  reckoned  in  that  country  as  the  ideal  material 
of  study  for  an  artist,  so  that  engraving  was  soon  de- 
graded, in  honour  of  drawing,  to  the  level  of  a method 
of  reproduction.  As  patterns  the  first  place  among 
German  engravings  must  be  given  to  ornament  prints, 
such  as  the  sprays  of  foliage  disposed  in  rectangular 
spaces  which  were  welcome  to  artists  or  craftsmen  not 
very  rich  in  invention,  such  as  painters,  miniaturists, 
glass-painters,  sculptors,  metal-workers,  goldsmiths 
or  tapestry  weavers,  as  designs  which  they  could  follow 
wholly  or  partially  in  their  works.  But  perhaps  also 
the  numerous  engraved  sets  of  Apostles,  and  prints  of 
the  Madonna,  of  those  early  times  were  equally  meant 
for  patterns,  as  seems  to  be  indicated  by  the  numerous 
copies  which  can  be  identified  in  contemporary  painting 
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THE  MASTER  E.  S.  The  Blessed  Virgin  with  a book.  L.  63.  British  Museum 
Size  of  the  original  engraving  199  X 136  mm 


and  applied  art.  Besides  such  a use  as  patterns,  the 
practical  purposes  to  which  the  engravings  themselves 
could  be  put  is  an  important  thing  to  be  considered. 
Not,  indeed,  as  ornaments  on  walls,  but  as  substitutes 
for  miniatures,  which  were  very  expensive  and  moreover 
contemptible  as  works  of  art,  either  in  the  canon 
of  a missal  or  for  the  scenes  from  the  Passion  and  pictures 
of  saints  in  the  little  thick  books  of  hours.  Besides 
their  character  as  patterns,  the  beautiful  engraved 
packs  of  cards  have  also  a practical  object.  At  least 
a hfth  of  the  extant  engravings  of  that  period  represent 
profane  subjects.  Here,  again,  the  lay  quality  of  the 
goldsmiths  finds  expression.  Satirical  representations  of 
the  influence  of  women,  pairs  of  lovers  and  fools  of 
a not  inferior  intellectual  capacity,  are  not  wanting  ; 
there  are  also  battle  scenes  and  portraits. 

In  its  second  stage  of  development,  from  about  1452 
to  1468,  which  is  completely  dominated  by  the  Master 
E.  S.,  the  range  of  German  engraving  is  essentially 
enlarged  in  many  directions.  Completely  new  are  the 
patterns  for  pieces  of  goldsmith’s  work,  which  And  their 
further  development  not  so  much  in  the  censer  by 
Schongauer,  seen  rather  with  the  eyes  of  a painter,  as 
in  the  geometrical  engravings,  explained  by  a ground 
plan,  of  the  Netherlandish  Master  S-^d  Duhameel. 

The  large  design  for  a monstrance  by  the  Master  E.  S. 
is  the  first  of  this  kind.  Novelties  in  the  way  of  subject 
are  also  his  New  Year’s  greeting  (PI.  6),  his  Coat-of-arms 
of  the  Passion,  and  the  curious  lower-case  alphabet 
on  a large  scale,  founded  on  older  precursors,  which  is 
made  up  of  fantastic  human  and  animal  shapes.  Still 
more  important  is  a combination  of  manuscript  and  en- 
graving introduced  by  the  Master,  so  far  as  we  can  see. 
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THE  IViASTER  E.  S.  The  large  “ Hortus  Conclusus  ” : the  Virgin  with  SS.  Margaret  and 
Catherine.  L.  83.  Dresden 
Size  of  the  original  engraving  219  X 162  mm. 


for  the  first  time,  about  1455.  The  series  of  the  Ars 
Moriendi,  consisting  of  eleven  small  pictures  very  full 
of  ideas,  the  original  and  prime  source  of  all  later  block- 
book  editions,  is  a creation  of  the  Master  E,  S.^  And 
the  analogy  of  two  approximately  contemporary  en- 
graved copies  by  weaker  Low  German  engravers  makes 
us  suppose  that  his  engravings  were  printed  from  the 
first  in  book  form  and  could  so  be  sold  in  the  shop  of 
the  engraver,  who  had  the  text,  in  Latin  or  German, 
added  in  one  of  the  numerous  monasteries  where  the 
monks  were  skilled  in  writing. 

The  Master  E.  S.  further  effected  a thorough  trans- 
formation of  the  artistic  form  of  the  engraving.  This 
is  doubtless  in  the  first  place  a consequence  of  the  date 
at  which  the  Master  lived  and  of  what  is  called 
the  Netherlandish  influence,  that  is  to  say,  the  after- 
effects of  the  great  achievements  of  the  brothers  Van 
Eyck,  from  which  the  whole  of  German  painting,  and 
with  it  all  graphic  art,  about  the  middle  of  the  XV. 
century  could  not  escape.  To  this  is  due  in  the  last 
resort  the  clearer  grasp  of  actualit}^  the  portraitlike 
rendering  of  all  the  human  beings,  animals  and  plants 
represented,  the  stronger  effect  of  shading,  the  em- 
phasised solidity  of  the  figures  and  their  arrangement 
one  behind  another  so  as  to  make  it  clear  how  the 
distance  recedes.  With  the  painters  and  draughtsmen 
of  his  time  the  Master  E.  S.  begins  also  to  pursue  the 
problems  of  perspective,  to  which  the  representations 
of  the  Annunciation,  L.  12,  13,  11,  and  the  subject  with 
the  Sibyl,  L.  191,  which  repeat  one  another  as  regards 

' See  “ The  Master  K.  S.  and  the  .A.rs  Moriendi,”  by  Lionel  Cust  (Clarendon 
Press,  Oxford,  1898),  in  which  the  engravings  by  E.  S.,  the  copies  by  the 
Master  of  St  Erasmus,  and  the  blockbook  in  the  British  Museum  are 
completely  reproduced. 
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THE  MASTER  E.  S.  St.  Mary  Magdalen.  L.  !69.  Dresden 
Size  of  the  original  engraving  165  X 127  mm. 
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their  architectural  background,  bear  eloquent  witness. 
To  speak  of  anatomical  studies  in  the  case  of  the  Master 
E.  S.  would  be,  perhaps,  an  exaggeration,  yet  it  is 
evident  that  he  is  much  more  interested  than  his  prede- 
cessors in  the  structure  of  the  human  body  (PL  10). 
Landscape  loses,  in  his  engravings,  the  character  of 
soffits  set  against  the  white  sky,  and  is  converted  into 
a richly  varied  surface,  rising  steeply.  The  way  is 
being  prepared  for  a conception  of  the  whole  design 
as  a picture  ; lighting  from  one  side,  right  or  left,  is 
consistently  carried  out  ; there  is  even  once  an  attempt 
at  suggesting  a night  sky.  Architectural  frames  sup- 
plant the  old  decorative  scrolls  which  were  derived 
from  the  art  of  the  miniaturists.  The  whole  work  of 
the  Master  E.  S.  is  inspired  by  a richness  of  invention 
and  a many-sidedness  which  are  not  to  be  met  with 
again  till  Diirer’s  time,  and  are  wanting  in  Schongauer, 
however  highly  we  may  rate  the  advanced  style  and  the 
superiority  of  his  art,  which  are  founded  on  his  talent 
as  a painter,  his  high  feeling  for  beauty,  and  his  pure 
idealism.  Schongauer’s  eyes  are  far  more  keenly 
directed  to  the  formal  side  of  artistic  production.  In 
spite  of  an  astonishing  power  of  inventing  forms  without 
ever  repeating  himself,  he  always  comes  back  to  the  single 
figure.  At  the  end  of  his  production  come,  not  his 
scenes  of  the  Passion,  but  his  Madonnas,  and  it  is  re- 
markable that  the  only  novelty  by  way  of  subject 
among  his  engravings  is  the  series  of  the  W.'se  and 
Foolish  Virgins.  He  has  a glimmering  of  the  same 
appreciation  for  the  greatness  of  classical  art,  with  its 
types,  which  drew  Diirer  twenty  years  later  to  Italy, 
and,  after  him,  brought  the  whole  of  German  art  under 
the  spell  of  the  Renaissance.  Schongauer  is  certainly 
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THE  MASTER  E.  S.  The  “ Seven  ” of  the  herald;c  suit  of  the  larger 
PACK  OF  CARDS.  L.  277.  Munich  (Staatshibliothek) 

Size  of  the  original  engraving  131  X 83  mm. 


the  greater  artist,  but  the  Master  E.  S.  is,  in  a much 
higher  sense,  the  German  artist,  in  the  prominence 
which  he  gives  to  the  characteristic,  in  the  accumulation 
of  accessories,  the  emphasis  laid  on  every  detail,  in  the 
genre-like  additions  to  the  main  subject,  the  exaggera- 
tion and  the  exuberance  of  his  art.  If  he  formed  no 
school,  no  community  of  imitators,  the  reason  is  that 
Schongauer  followed  too  immediately  on  his  heels,  and 
that  in  contrast  to  Schongauer’s  lovely  and  charming 
early  works  the  laborious  productions  of  the  Master  E.  S., 
his  vacant  or  morose  faces,  his  mannered  figures  in  an 
unreal  landscape,  had  an  obsolete,  repellent  and  ugly 
effect.  But  one  should  never  forget  how  much  the 
Colmar  master  owes  to  his  nameless  predecessor,  how 
many  threads  connect  the  two,  and  how  he  stands  in 
every  respect  on  the  other  man’s  shoulders.  He  must 
be  reckoned  with  complete  justice  as  his  pupil,  even  if 
he  never  worked  in  the  studio  of  the  Master  E.  S.  The 
only  engraving  in  Schongauer’s  work  which  is  not  of 
his  own  invention  is  a copy  from  E.  S.  It  is  to  this 
master  that  German  engraving  owes  the  power  of 
forming  a composition  of  many  figures.  Compare,  for 
instance,  the  Martyrdom  of  St.  Catherine  by  the  Master 
of  the  Playing  Cards,  with  the  clear,  symmetrical 
grouping  of  one  of  his  early  engravings,  the  large  Hortus 
Conchisus,  L.  83,  or  the  Garden  of  Love,  L.  214,  or  the 
Judgment  of  Solomon,  L.  7,  or  with  his  sureness  in 
building  up  groups  of  two  figures  like  the  Madonna 
with  an  Angel,  L.  80,  or  subjects  with  several  figures 
like  the  Pentecost,  L.  35.  He  has  a surprising  capacity 
of  new  invention  in  treating  the  same  subjects.  He 
has  engraved  the  Annunciation  six  times,  the  Nativity 
five  times,  and  the  Visitation  and  Adoration  of  the  Magi 
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THE  MASTER  E.  S.  The  Madonna  at  the  Window.  L.  73.  Berlin 
Size  of  the  original  engraving  138  X loi  mm. 
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four  times  ; we  know  two  sets  of  the  Evangelists  by 
him,  eight  sets  of  the  Apostles,  twenty  Madonnas, 
and  in  all  these  his  wealth  of  invention  has  sufficed 
without  ever  repeating  himself,  while  even  the  de- 
pendence on  older  designs  which  has  been  established 
lately  in  the  case  of  the  figure  alphabet  is  not  a sign  of 
intellectual  subservience,  but  quite  the  contrary,  in 
view  of  the  freedom  and  the  impulse,  continually 
breaking  out,  to  free  himself  from  adherence  to  the 
pattern.  He  is  inexhaustible  when  he  has  to  be  con- 
tinually inventing  new  motives  and  resources  in  the 
cast  of  the  drapery,  and  in  the  agreeable  alternation 
of  the  long-drawn  and  flowing  chief  lines  and  hems  of 
garments  with  the  hard,  straight  creases  of  stiff  silks. 

And,  lastly,  the  Master  E.  S.  has,  in  yet  another  way, 
a special  importance  in  the  development  of  technique. 
The  engravings  of  the  primitives,  of  the  Master  of  the 
Playing  Cards  and  his  contemporaries,  consistently  show 
clear,  sharp  contours  and  extremely  delicate  parallel 
hatchings,  merging  in  one  another  and  producing  an 
effect  like  that  of  an  Indian  ink  wash,  in  the  shaded 
parts.  It  was  inevitable  that  in  the  repeated  inking 
of  the  plate  for  every  impression,  in  which,  of  course, 
the  printing  ink  has  to  be  rubbed  with  the  dabber  into 
the  delicate  furrows  on  the  plate,  such  delicate  little 
lines  should  be  worn  away  comparatively  soon  and 
disappear.  The  old  engravers  who  were  not  in  posses- 
sion of  the  modern  remedy,  steel-facing  the  plate, 
dealt  with  this  circumstance  in  three  different  ways. 
Either,  like  Schongauer,  they  went  on  printing  their 
plates  only  so  long  as  they  could  still  produce  the  most 
delicate  effects  of  chiaroscuro,  a standpoint  which 
deserves  the  utmost  appreciation,  but  is  disadvantageous 
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from  a business  point  of  view.  Or,  like  Meckenem,  they 
resorted  to  the,  artistically  objectionable,  means  of 
retouching  the  plate  by  going  over  with  the  burin  the 
contours  and  hatchings  which  were  tending  to  dis- 
appear. Or,  finally,  they  came  to  the  only  logical 
conclusion  and  changed  the  technique  of  engraving 
itself,  and  chose,  instead  of  the  uneconomical,  ex- 
aggeratedly delicate  application  of  the  burin,  a more 
energetic  method  which  withstood  better  the  wearing 
process  of  inking  the  plate  and  in  spite  of  that  managed 
to  display  the  most  delicate  gradations  of  light  and 
shade.  The  solution  of  this  problem  is  not  the  achieve- 
ment of  a single  life,  but  all  the  really  great  masters  of 
engraving  from  its  early  time  down  to  the  French 
portrait  engravers  of  the  baroque  period  have  had  their 
share  in  it.  The  technical  experiments  of  the  Master 
E.  S.  are  the  first  considerable  steps  on  this  long  and 
interesting  road.  For  him,  a child  of  the  hfteenth 
century,  the  line  is  and  remains  the  element  of  repre- 
sentation, not  the  surface,  as  in  the  more  painter-like 
techniques  of  the  seventeenth  and  eighteenth  centuries, 
mezzotint,  aquatint  and  stipple.  His  first  advances 
are  to  be  recognised  where  he  substitutes  for  the  hatch- 
ings of  the  early  period,  over-delicate  and  running 
together  into  tones,  fine,  disconnected  single  strokes, 
arranged  in  rows,  or  else  dots  which  produce  a silky 
effect.  The  need  of  stronger  contrasts  leads  him  then, 
in  his  middle  period,  to  a more  emphatic  handling  of 
the  graver,  to  short  but  deep  wedge-shaped  lines,  in- 
creasing in  volume,  and  to  transparent  cross-hatchings 
in  the  half-shadows,  whilst  in  the  darkest  places  the 
old  confused  manner  of  hatching  is  still  maintained. 
The  white  line  separating  the  shaded  back  of  a fold 
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from  the  darker  background,  which  was  only  replaced 
in  Schongauer’s  time  by  contrasted  alternations,  is 
also  his  invention.  Then  he  occupies  himself  with 
parallel  systems  of  hatching,  which  are  transformed 
into  lines  clearly  separated  or  rows  of  short  strokes, 
and  are  still  maintained  in  the  late  period  for  the  treat- 
ment of  flesh,  whilst  hair,  drapery  and  architecture 
are  rendered  by  deeply  sunk  parallel  strokes,  as  thick 
as  wire,  of  a definiteness  and  clearness  which  we  do  not 
meet  with  again  before  Diirer’s  etchings  on  iron  (PL  12). 
The  celebrated  white-line  engraving  of  the  Master  E.  S., 
a representation  of  the  Madonna  printed  in  white  on 
black  paper,  in  which  not  the  shaded  parts  but  the 
lights  are  engraved,  does  not  really  signify  a new  dis- 
covery, but  rather  the  climax  of  experiments  with 
which  the  primitive  graphic  artists  amused  themselves. 
The  way  to  the  system  of  curved  lines  that  follow  the 
modelling  of  the  bodies  represented,  subsequently 
perfected  by  Schongauer,  had  long  been  pointed  out 
by  the  short,  straight  strokes,  following  one  another, 
which  were  used  by  the  Master  E.  S. 

A modern  eye,  adjusted  to  beauty  of  form,  will, 
perhaps,  find  little  satisfaction  in  his  prints.  But  his 
importance  for  the  development  of  engraving  will 
for  ever  secure  for  him  in  future  a place  among  the 
leading  personalities  in  its  history. 
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PRINCIPAL  LITERATURE  ON  THE  MASTER  E.  S. 

Max  Geisberg.  Die  Anfdnge  des  dcutschen  Kiipferstiches  imd 
dev  Meister  E . S.  (Meister  der  Graphik,  Bd.  II.,  Leipzig,  1909). 
A revised  edition  of  this  important  book  is  in  preparation. 
Max  Lehrs.  Geschichte  und  kritischer  Katalog  des  dentschen, 
niederldndischen  und  franzdsischen  Kupfevstichs  im  XV. 
Jahrhundevt.  Bd.  II.,  u.  Tafelband  II,  Wien,  1910  (the 
numbers  of  this  masterly  standard  catalogue  are  quoted 
in  the  article  as  L.  7,  etc.). 

A publication  of  the  entire  engraved  work  of  the  Master 
E.  S.  in  facsimile,  with  247  plates  in  heliogravure,  edited  by 
Prof.  Dr.  Max  Geisberg,  is  in  active  preparation.  Subscriptions 
to  this  valuable  and  important  work  should  be  addressed  to  the 
publisher,  Bruno  Cassirer,  Berlin  W.  35,  Derfdingerstrasse  15. 
— [The  Editor.] 
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J.  S.  COTMAN.  Byi AND  Abbey.  (Etchings,  ISil.Pl,  13) 
Size  of  the  original  etching  12X8^  inches 
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THE  ETCHINGS  OF  JOHN  SELL  COTMAN 

By  a.  E.  POPHAM 

HOTMAN  has  survived  the  two  very  compre- 
hensive exhibitions  of  the  past  summer  : 
is  it  necessary,  it  might  be  asked,  to  try  his 
reputation  still  further  by  unearthing  still 
more  of  his  work  ? We  have  been  shown  enough  of 
Cotman  at  his  worst  to  test  his  genius  : it  has  emerged 
with  credit.  Let  us  now  discard  the  rubbish  and  enjoy 
the  beauty  that  remains.  But  a proportion  of  his 
engraved  work,  which  has  been  scantily  exhibited,  is 
not  rubbish.  It  is  Cotman  at  his  best ; and  of  that  best 
we  cannot  have  too  much.  Let  the  remainder  lie 
unnoticed  in  the  list  which  I subjoin  for  the  interest  of 
the  omnivorous,  the  student  of  architecture  and  the 
antiquary. 

Cotman  at  his  worst  we  have  seen  to  be  inferior  to 
most  men  of  his  stature.  It  may  be  that  time  has  been 
kind  and  hidden  the  failures  of  less  recent  masters,  or 
jealous  guardians  of  their  credit  have  been  able  to 
saddle  the  " bottega,”  or  some  long-suffering  “ amico  ” 
with  the  master’s  less  creditable  productions.  Cotman 
is  an  indubitable  example  of  an  artist  whose  inspiration 
often  entirely  deserts  him,  an  instance  which  should 
make  one  pause  before  doubting  the  authenticity  of  a 
master’s  work  on  the  grounds  purely  of  quality.  In 
the  case  of  some  artists  a work  or  group  of  works,  before 


237 


unnoticed,  seems  suddenly  to  reveal  the  real  insignifi- 
cance of  their  talent,  and  the  things  we  before  thought 
masterpieces  are  exposed  for  the  frauds  they  are.  But 
with  Cotman  the  evidence  of  the  fiascos  which  are 
undeniably  his  (apart  from  the  many  for  which  he  has 
unjustly  been  made  responsible)  does  not  undermine 
one’s  appreciation  of  the  rest.  It  is  well,  for  this  reason, 
to  have  known  the  worst  and  to  feel  a certainty  that 
his  reputation  is  firmly  founded. 

There  is  nothing  in  Cotman’s  etched  work  to  match 
that  limpid  quality,  that  springlike  freshness,  which 
makes  the  delight  of  his  early  water  colours,  those  lovely 
studies  of  trees  and  streams  in  Yorkshire  and  Scotland 
and  Wales,  where  nothing  seems  to  intervene  between  the 
object  and  its  interpretation,  and  yet  the  instinctive 
faculty  of  selection  and  design  makes  of  it  a work  of 
art.  Some  of  the  early  etchings,  that  of  Duncomb  Park 
(5)  in  the  collection  of  1811,  for  instance,  were  obviously 
made  from  drawings  such  as  these,  but  they  are  mere 
toneless  echoes  of  the  vivid  melodies  of  the  originals.  It 
was  in  the  more  prosaic  side  of  his  work,  in  the  rendering 
of  architectural  mass  and  structure,  for  the  understand- 
ing and  interpretation  of  which  he  had  a faculty  different 
in  kind,  but  not  in  degree  to  Piranesi’s,  that  he  was  able 
to  make  something  of  the  etched  line.  It  was  not  until 
the  inspiration  of  Turner’s  Liber  Studiorum  impelled 
him  to  embark  on  a similar  publication,  that  he  found 
in  soft  ground  etching  a medium  suited  to  his  more 
lyrical  qualities,  and  was  able  to  produce  such  master- 
pieces as  the  small  landscapes  (some  of  which  are 
illustrated)  different  in  tone  and  inspiration  from  those 
earlier  works,  but  with  an  added  stateliness  of  rhythm, 
to  balance  the  loss  of  other  qualities.  These  certainly 
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J.  S.  COTMAN.  Howden  Church,  Yo,^ks.  (Etchings,  1811,  PI.  23) 
Size  of  the  original  etching  15  X ii  inches 
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equal  in  beauty  anything  that  his  brush  produced  in 
the  latter  part  of  his  career. 

The  large  mass  of  his  etchings  are,  so  to  speak,  non- 
committal. By  their  subject  and  their  aim  they  are 
divided  from  work  which  can  be  judged  from  an  cesthetic 
point  of  view.  They  are  intended  as  antiquarian 
records,  a purpose  which  they  adequately  fulfil.  No 
one  would  think  of  consulting  the  Sepulchral  Brasses 
in  the  hope  of  discovering  anything  about  Cotman  as  an 
artist,  though  as  accurate  reproductions  of  some  very 
beautiful  examples  of  English  Mediaeval  draughtsman- 
ship their  value  is  real  and  permanent.  In  the  case  of 
other  collections,  such  as  the  Architectural  Antiquities  of 
Normandy,  the  distinction  is  not  quite  so  sharp. 
Dawson  Turner  in  his  introduction  to  the  latter  works 
mentions  the  artistic  eye  as  one  of  the  difficulties 
against  which  archaeology  had  to  contend.  He  seems 
satisfied  that  this  danger  has  been  avoided,  and  yet  in 
spite  of  their  accurate  objectivity,  some  few  of  these 
etchings  convince  one  that  art  and  archaeology  are  not 
always  incompatible. 

The  etching  by  Cotman  which  bears  the  earliest  date 
is  a soft  ground  etching  of  the  end  of  a cottage  with  a 
water  butt  and  steps  (350) — the  subject  is  hardly  clear, 
but  has  been  so  interpreted  ; this  is  signed  J.S.C.  1801  in 
reversed  direction.  A note  by  John  Reeve  on  an 
impression  in  the  British  Museum,  states  that  on  another 
impression  he  had  seen,  Cotman  had  noted  that  this  was 
his  first  etching  and  that  he  was  about  leaving  Norwich. 
\V.  F.  Dickes  (The  Norwich  School  of  Painting,  p.  300) 
suggests  that  this  date  should  be  read  1810  (a  slip  which 
might  easily  be  made),  and  that  his  " about  leaving 
Norwich  ” would  refer  more  appropriately  to  his 
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[.  S.  COTMAN.  South  Gate,  Yarmouth.  (Antiquities  of  Norfolk,  PL  I) 
Size  of  the  original  etching  lo^  X 14!  inches 


permanent  removal  to  Yarmouth  (about  1811  ?),  rather 
than  to  some  temporary  visit  and  departure,  which 
might  have  occurred  in  1801.  It  is  to  be  remarked 
that,  apart  from  this,  the  earliest  date  on  an  etching  is 
June  1810,  on  an  unpublished  plate,  which  Dawson 
Turner  in  a pencil  note  (on  an  impression  in  the  possession 
of  Mr.  A.  J.  Finberg)  alleges  to  be  Cotman's  first  etching  ; 
that  no  other  soft  ground  etching  is  dated  before  1814, 
and  that  stylistically  all  those  belong  to  that  or  to  a 
subsequent  date  ; and,  finally,  that  no  soft  ground 
etching  by  an  artist  of  the  Norwich  School  appears  to 
antedate  Crome’s  of  1809  and  1810.  I feel  inclined  to 
think,  therefore,  that  Dickes’s  surmise  is  correct. 
Cotman’s  own  reported  assertion  that  this  was  his  first 
etching  is  not  affected  by  supposing  the  date  to  be  1810, 
and  must  of  course  carry  greater  weight  than  Dawson 
Turner’s  note  on  the  etching  belonging  to  Mr.  Finberg. 
This  last  (351)  has  the  inscription  “ London  Etched  and 
Published  by  J.  S.  Cotman  June  1810.”  It  represents 
a wooden  cottage  with  a pond  or  ford  in  the  foreground, 
and  would  by  its  format  and  the  character  and  wording 
of  its  inscription  seem  to  have  been  intended  to  form 
part  of  the  Etchings  issued  in  1811.  The  fact  that  it 
was  not  published  in  this  collection  is  explained  by  the 
fouling  which  is  apparent  in  the  second  state.  The 
place  of  its  execution  is  interesting,  as  it  would  imply 
that  Cotman  learnt  etching  in  London,  but  there  is  no 
indication  to  tell  us  from  whom. 

The  only  acknowledgment  Cotman  himself  makes  is 
of  his  indebtedness  to  Piranesi  (in  a letter  of  February 
10th,  1811,  prefixed  to  a presentation  copy  of  the 
Norfolk  Antiquities  in  the  Print  Room  of  the  British 
Museum).  In  this  he  says,  apparently  in  answer  to 
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).  COTMAN.  Castle  Rising  Castle.  (Antiquities  of  Norfolk,  PI.  XXVI) 
Size  of  the  original  etching  io|  X 14!  inches 


Some  remark  of  Dawson  Turner’s,  “ 1 decidedly  follow 
Piranesi,  however  far  I may  be  behind  him  in  every 
requisite.”  He  was  not  at  this  time  acquainted  with 
all  of  Piranesi’s  work,  and  is  anxious  to  see  a ” compleat 
sett.”  The  influence  of  Piranesi’s  work  is  certainly 
apparent  in  his  system  of  line  work,  though  by  the 
absence  of  the  characteristic  heavily  bitten  line  in  the 
shadows,  he  avoids  Piranesi’s  emphatic  contrast  of  light 
and  shadow.  In  the  letter  quoted  above  Cotman  insists 
on  the  attention  which  he  has  given  to  the  details  of 
printing  and  paper  : the  latter  he  had  had  made  ” stouter 
and  better  coloured  than  most  prints  ” ; but,  to  tell  the 
truth,  his  success  technically  was  not  remarkable. 
The  etchings  are  not  so  badly  printed  as  were  most  of 
Crome’s,  but  they  are  dull  and  meagre  in  quality,  and 
the  paper  does  not  seem  very  much  superior  to  the 
stuff  usually  employed  at  that  date,  which  was  indeed 
but  poor. 

This  first  collection,  alluded  to  in  the  letter  of  1811, 
consists  of  26  etchings  in  line,  including  the  title-page 
and  the  dedication  to  Sir  H.  C.  Englefield,  Bart.  Most 
of  the  plates  are  dated,  and  these  dates  range  from 
August  29th,  1810,  to  May  30th,  1811.  It  contains 
etchings  of  buildings  and  scenery  from  various  parts 
of  England  and  Wales.  The  plates  of  Kirkham  Priory 
(11)  (hi.),  the  West  Front  of  Byland  Abbey  (15)  (ill.),  and 
Howden  Chitrch,  Yorkshire  (25)  (ill.),  are  beautiful 
examples  of  his  rendering  of  the  simple  lines  of 
Norman  and  the  graceful  intricacy  of  later  Gothic 
architecture. 

Cotman ’s  next  published  work  was  the  title-page 
and  illustrations  to  A Narrative  of  the  Grand  Festival 
at  Great  Yarmouth  on  Tuesday  the  Wth  of  April  1814.  It 
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).  COTMAN.  Chateau  Gaillard,  North  East  View.  (Antiquities  of  Normandy,  P!.  80) 
Size  of  the  original  etching  8|  X i6i  inches 


is  a work  of  ephemeral  local  interest,  but  it  is  the  earliest 
considerable  example  of  his  use  of  soft-ground  etching. 

About  1817  follows  a series  of  50  etchings  of  archi- 
tectural details  of  Norfolk  churches,  fonts,  doorways, 
monuments,  etc.,  and  another  series  of  50  etchings. 
Specimens  of  the  Castellated  and  Ecclesiastical  Remains  in 
the  County  of  Norfolk.  These  also  are  of  little  interest, 
but  were  followed  in  1818  by  the  Architectural  An- 
tiquities of  Norfolk.  This  collection,  although  its  object 
was  likewise  mainly  antiquarian,  contains  some  of  his 
finest  work.  Such  etchings  as  the  South  Gate  of  Yarmouth 
(130)  (ill.),  show  the  breadth  and  vividness  of  a great 
draughtsman.  The  beautiful  oil  painting  exhibited  at 
the  Tate  Gallery  (No.  112)  is  almost  identical  with  this 
etching,  and  emphasises  Cotman’s  interest  in  the  subject 
(the  Gate  was  pulled  down  in  1812)  as  well  as  his  belief 
in  it  as  a successful  composition,  justifying  repetition. 
The  magnificent  plate  of  Castle  Rising  Castle  (155)  (ill.) 
shows  again  Piranesi’s  influence  in  the  way  in  which  an 
effect  of  overpowering  size  is  obtained  by  allowing  the 
subject  to  fill  the  plate  to  its  limits  and  impend  on  the 
spectator. 

The  Sepidchral  Brasses  of  Norfolk  and  Suffolk,  first 
published  in  1819,  have  been  mentioned.  The  same 
year  saw  the  publication  of  another  work  of  topographical 
antiquarian  interest.  The  Antiquities  of  Saint  Mary’s 
Chapel,  etc.  This  includes,  however,  some  exquisite 
examples  of  architectural  drawing  in  the  etchings  of  the 
beautiful  Norman  Monks’  and  Prior’s  Doors  of  Ely 
Cathedral. 

In  1822  appeared  the  Architectural  Antiquities  of 
Normandy,  a work  in  two  volumes  folio,  containing  a 
lumdred  plates,  with  descriptive  text  by  Dawson  Turner. 
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j.  COTMAN.  Postwick  Grove,  Norfolk.  (Liber  Studiorum,  PI.  7) 
Size  of  the  original  soft-ground  etching  6X9  inches 


They  are  competent  renderings  of  great  examples  of 
Norman  architecture,  but  they  remain  for  the  most  part 
architectural  drawings  ; what  they  gain  in  precision 
and  accuracy  they  have  lost  in  spontaneity  and  charm. 
They  avoid  strictly  any  hint  of  the  picturesque,  an  ideal 
which  sometimes  betrayed  Cotman  into  lapses,  but  they 
fail  to  give  a personal  or  vivid  rendering  of  the  subject. 
There  are  exceptions — the  tremendous  gateway  of  the 
Chateau  of  Arques  (201)  has  that  arresting  power,  and 
the  unfamiliar  view  of  Chateau  Gaillard  (277),  which  we 
reproduce,  but  the  majority  depend  on  their  subject 
for  their  interest. 

With  the  Liher  Studiorum  we  come  to  a work  issued 
with  a very  different  aim.  It  was  not  actually  published 
until  1838  by  H.  G.  Bohn,  who  had  acquired  Cotman’s 
plates,  and  contains  works  of  different  periods.  Cotman 
formed  the  idea  as  early  as  1824,  for  in  the  Norwich 
exhibition  of  that  year  appeared  four  drawings  ; A View 
of  Whitby,  Yorkshire  ; Millbank  on  the  Thames  ; Kilgarren 
Castle  ; and  A Landscape  with  the  Fable  of  Midas,  “ Part 
of  a Series  of  Designs  intended  to  illustrate  a work  now 
publishing  on  Landscape  Composition.”  All  these 
drawings  (the  last  of  which  is  in  the  Reeve  Collection  of 
the  British  Museum)  were  etched  in  soft  ground,  and 
appeared  in  the  Liber  Studiorum.  The  idea  was  obviously 
suggested  by  Turner’s  work  with  the  same  title,  the  first 
part  of  which  had  appeared  in  1807.  Numerous  small 
pencil  copies  by  Cotman  of  plates  from  Turner’s  Liber 
further  show  the  interest  which  he  took  in  that  work.  But 
Cotman  showed  a finer  perception  in  choosing  to 
reproduce  his  designs  himself  in  soft  ground  etching, 
a medium  well  adapted  to  render  fluently  the  flat  tones  of 
his  drawings  and  one  of  great  effect  when  properly 
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S.  COTMAN.  North  Wales.  (Liber  Studiorum,  PI  21) 
Size  of  the  original  soft-ground  etching  3X4I  inches 


handled.  In  this  respect  he  had  the  advantage  of 
Turner,  who  only  executed  the  preliminary  etchings 
and  left  the  plates  to  be  completed  by  professional  en- 
gravers in  the  less  adaptable  medium  of  mezzotint.  One 
cannot  but  regret  that  the  invention  of  lithography, 
a too  facile  process  so  soon  superseded  soft  ground 
etching  with  its  more  distinct  individuality,  and  a charm 
seen  to  the  greatest  advantage  in  these  works  of  Cotman’s, 
Besides  the  new  designs  such  as  the  drawings  exhibited 
in  1824,  Bohn  included  certain  of  the  etchings  of  the 
earliest  series  : A Garden  House  on  the  River  Yare  (17), 
for  instance,  was  made  to  serve  as  a frontispiece.  A 
soft  ground  etching  of  a plough  (336)  dated  1814  was 
obviously  not  originally  intended  to  illustrate  the 
principles  of  Landscape  composition  ; but  the  greater 
number  of  the  forty-eight  plates  seem  to  date  from 
about  1820-30,  and  are  surely  some  of  the  most  beautiful 
work  he  produced.  Such  plates  as  the  Postwick  Grove, 
Norfolk  (302),  (ill.)  ; Trees  near  Twickenham  (298)  (ill.)  ; 
and  View  of  Clifton  (297)  have  a quality  of  clean  incisive 
draughtsmanship,  of  simplicity  and  clarity  of  design, 
charming  as  well  as  compelling.  Others  such  as  A 
Study  (311)  and  the  unpublished  plate  (362),  which  we 
reproduce,  have  that  restrained  poetic  charm,  that 
slightly  melancholy  beauty,  which  was  the  permanent 
contribution  of  Cotman’s  later  years. 

After  the  Liber  Studiorum  it  would  be  unkind  to  refer 
to  the  etched  work  which  succeeded  it,  unimportant  in 
extent  and  feeble  in  quality,  or  to  mention  some  of  the 
trash  actually  included  in  the  Liber.  Cotman  did  not 
realise  his  limitations.  His  increasing  interest  in  new 
subjects  and  effects  led  him  from  the  familiar  paths 
into  a region  of  tawdry  romanticism.  He  had  not  the 
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instinct  to  realise,  or  learn  from,  his  failures,  to  use 
them  as  stepping-stones  to  further  achievement.  He 
seemed  to  become  involved,  and  only  occasionally 
rescued  himself  by  a return  to  the  modest  ways  he  had 
so  often  explored,  but  where  he  never  failed  to  hnd  a 
new  inspiration. 

LIST  OF  COTMAN'S  ETCHINGS 

The  arrangement  of  the  catalogue  is  as  follows  : First, 
the  etchings  published  in  collections  in  the  order  of  the 
date  of  the  first  appearance  of  each  as  a whole  (the 
collection  of  Sepulchral  Brasses,  which  I have  thought 
unnecessary  to  enumerate  in  detail,  is,  for  the  sake  of 
convenience,  placed  out  of  order,  at  the  end)  : next, 
dated  single  and  unpublished  etchings  in  order  of  date  : 
and  finally  undated  single  etchings. 

Unless  otherwise  specified,  all  are  etchings  in  line. 

The  number  immediately  following  the  title  (where 
such  appears)  is  that  actually  engraved  on  the  plate  on 
its  original  publication.  The  numbers  in  brackets 
following  these  (where  such  appear)  are  the  numbers  of 
H.  G.  Bohn’s  edition  of  Cotman’s  etchings  issued  in 
1838  in  5 parts. 

Measurements  are  given  to  eighths  of  an  inch  except 
in  the  case  of  Nos.  31-80,  and  130  to  189  inclusive,  where 
the  measurements  are  taken  from  Mr.  Martin  Hardie’s 
Catalogue  of  Modern  Etchings  and  Aquatints  in  the 
Victoria  and  Albert  Museum,  and  are  to  sixteenths  of 
an  inch. 

In  the  case  of  Nos.  130  to  296  the  number  of  states 
(exclusive  of  the  hnal  published  state)  in  the  presentation 
copies  to  Dawson  Turner  in  the  Print  Room  of  the 
British  Museum  is  added  in  brackets. 
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1811. 


ETCHINGS  / BY  / JOHN  SELL  COTMAN. 

London  : Published  for  the  Author  by  Messrs  Boydell  & Co., 
Cheapside  / Colnaghi  & Co.,  Cockspur  St^- ; Todd  & Co.,  York  ; 
& Mr.  Whyte  / Edinburgh,  1811. 


1.  Title  Page,  with  lettering  as  above. 

2.  Dedication  to  Sir  H.  C.  Englefield, 

14i 

xlOi 

Baronet 

3.  Beeston,  Norfolk  (republished  as  Plate  23 

12 

X 

9 

in  Liber  Stiidiorum). 

4.  The  Manoror  {sic)  House  York.  (Series  IV., 

8| 

X 

5f 

xii.) 

5.  Duncomb  Park,  Yorkshire  (republished  as 

00 

X 

5| 

plate  13  in  Liber  Studiorum). 

6.  Vale  Crucis  Abbey  N.  Wales.  (Series  IV., 

X 

5f 

xiv.) 

X 

5| 

7.  South  Birlingham  Church.  (Series  II.,  viii.) 

81 

X 

8.  St.  Mary’s,  York.  (Series  IV.,  vii.) 

12 

X 

8 

9.  North  Creake  Abbey.  (Series  H.,  xiii.) 

12 

X 

9 

10.  Rivaux  Abbey  York.  (Series  IV.,  viii.) 

12 

X 

8| 

11.  Kirkham  Priory  York.  (Series  IV.,  iv.) 

111 

X 

8| 

12.  Rivaulx  Abbey  York.  (Series  IV.,  ix.) 

12 

X 

9 

13.  Rivaulx  Abbey  York.  (Series  IV.,  x.) 

14.  West  End  of  Braysworth  Church, 

12 

X 

8 

Suffolk.  (Series  IV.,  xix.) 

15.  West  Front  of  Byland  Abbey,  Yorks- 

12 

X 

00 

(Series  IV.,  xi.) 

16.  South  side  of  Brayesworth  Church 

12 

X 

00 

Suffolk.  (Series  IV.,  xviii.) 

17.  A Garden  House  on  the  banks  of  the 
River  Yare  (republished  as  frontispiece  to 

12 

X 

8| 

Liber  Studiorum) . 

18.  The  Old  College  House  Conway.  (Series 

12 

X 

00 

IV.,  xiii.) 

12 

X 

8| 

19.  Kirkstall  Abbey,  York‘S-  (Series  IV.,  ii.) 

12 

X 

8| 

20.  Kirkham  Priory  York--  (Series  IV.,  iii.) 

21.  Part  of  the  Refectory  of  Fountains 

12 

X 

9 

Abbey  Yorks-  (Series  IV.,  v.) 

22.  Easeby  Abbey  Yorkshire.  (Series  IV., 

12 

X 

8| 

vi.) 

14J 

XlOl 

23.  Braysworth  Suffolk.  (Series  IV.,  xvii.) 

14| 

XlOl 

24.  Croyland  Abbey  Lincolns-  (Series  IV.,  xv.) 

15 

xll 

25.  Howden  Church  Yorks-  (Series  IV.,  i.) 

15 

XlOl 

26.  St — Botolphs — Priory — Essex.  (Series  IV, 
xvi.) 
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101x141 


. S.  COTMAN.  Ashstead  Church  Yard,  Surrey.  (Liber  Studiorum,  PI.  39) 
Size  of  the  original  soft-ground  etching  7J  xgl  inches 


1814. 

A / NARRATIVE  / OF  THE  / GRAND  FESTIVAL,  / AT  / 
GREAT  YARMOUTH,  / on  / Tuesday,  the  19th  of  April,  / 
1814  / Yarmouth  : / Printed  and  Published  by  J.  Keyiner. 

27.  Title  page,  with  lettering  as  above.  9^  X 6| 

28.  A Plan  of  the  Tables. 

(Bottom  margin  cut)  7|  Xl8 

29.  A Front  View  of  the  Bon  Fire.  9|  x 7f 

30.  Grand  Bonfire  at  the  Yarmouth  Festival. 

(Soft  ground)  x 10| 

(cut) 


1817. 

SPECIMENS  / OF  / NORMAN  AND  GOTHIC  / ARCHI- 
TECTURE, / IN  / THE  COUNTY  OF  NORFOLK,  / by  / J.  S. 
Cotman.  (Plates  unnumbered.) 


31.  Tower  of  Buckingham  Church,  Norfolk. 

(Series  II.,  vi.) 

32.  East  end  of  Hunstanton  Church,  Nor- 

folk. (Series  II.,  xxvi.) 

33.  East  Window  in  the  Chancel,  Burnham 

OvERY  Church,  Nork-  (Series  H.,  x.) 

34.  South  East  View  of  Hales  Ch.  Norx- 

(Series  IT,  xxiii.) 

3«S.  East  End  of  Emneth  Church,  Norfolk 
(Series  II.,  xviii.) 

36.  Interior  of  the  Chancel  Emneth  Ch. 

Norfolk.  (Series  H.,  xix.) 

37.  South  Door  of  Framlingham  Earl  Ch. 

Norfolk.  (Series  IT,  xxii.) 

38.  South  Door  Tottenhill  Church.  (Series 

IT,  xliii.) 

39.  South-Door-Way  Hales  Church  Norfolk. 

(Series  IT,  xxiv.) 

40.  A Doorway  South  side  Shingham  Church 

Norfolk  1811.  (Series  IT,  xli.) 

41.  South  Door  Kirby  Cane  Ch.  Norfolk. 

(Series  H.,  xxxi.) 

42.  South  Doorway  Mundham  Church  Nor- 

folk. (Series  IT,  xxxiv.) 

43.  South  Porch  North  Burlingham  Church, 

Nor>^-  (Series  H.,  vii.) 

44.  South  Porch  Hunstanton  Church  Nor- 

folk. (Series  IT,  xxvii.) 

45.  North-Doorway  Worsted  Ch.  Norfolk. 

(Series  IT,  xlix.) 


Ilf  X 7| 
101  X 8i 
10  X 71 
7 xlO 
8*Xl0i 
11-^X  6# 
X 7* 
10  ^X  81 
111  X 7^ 

9f  X 7* 
9|  X 7* 
m X 8^ 

101  X 81 
10  ^X  8-1 
9f  X 7 
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J.  S.  COTMAN  Landscape  with  a castle  (unpublislied) 
Size  of  the  original  sott-ground  etching  3X4I  inches 


46. 

47. 

48. 

49. 

50. 

51. 

52. 

53. 

54. 

55. 

56. 

57. 


South  Door  West  Barsham.  (Series  II.,  v.) 
West  Door-way  Walsingham  Church 

lOi^x 

7 

Norfolk.  (Series  IF,  xliv.) 

South  Porch  East  Dereham  Church 

12 

X 

00 

Nori^-  (Series  II.,  xvi.) 

West  Door  St  Michaels  Coslany  Ch. 

12 

X 

8# 

Norwich.  (Series  II.,  xxxv.) 

The  North  Doorway  Arminghall  Hall 

10 

X 

8 

Norfolk.  (Series  II.,  iii.) 

A Saxon  font  at  Fincham  . . . (Series  IF, 

12§ 

X 

ix.) 

A Saxon  font  Fincham  Ch.  Norfolk. 

12 

X 

7 

(Series  IF,  xxi.) 

Elevations  of  the  font  at  Castle  Rising 

XlOl 

Ch.  Norfolk.  (Series  II.,  xii.) 

A Saxon  font,  Sculthorpe  Church  Nor- 

n 

xll 

folk.  (Series  II.,  xl.) 

6 

X 

8^ 

Hautbois  font  Norfolk.  (Series  II.,  xxv.) 
Font  in  Hunstanton  Church.  (Series  IF, 

9| 

X 

7 

xxviii.) 

6 

X 

8 

A LEADEN  FONT,  GrEAT  PlUMSTEAD  Ch. 

Norfolk.  (Series  II.,  xxxvii.) 

Font  Calthorpe  Church.  (Series  II.,  xi.) 
A FONT  IN  WaLSOKEN  ChURCH  NORFOLK. 
(Series  II.,  xlvii.) 

Stone  Stalls  and  Piscina  Great  Snoring 
Church  Norfolk.  (Series  II.,  xlii.) 
Cleristory  and  Piscina  Aylmerton 
Church  Norfolk.  (Series  II.,  iv.) 
Cleristory  in  Acle  Church  Norfolk. 
(Series  II.,  i.) 

63,  A Screen  in  Edingthorpe  Church  Nor!<- 
(Series  II.,  xvii.) 

Screen  in  Ludham  Ch.  Norfolk. 

(Series  II.,  xxxii.) 

65.  A screen  in  Fakenham  Ch.  Nork-  (Series 

II.,  XX.) 

screen  in  St  Paul’s  Ch.  Norwich. 
(Series  IF,  xxxvi.) 

screen  in  Walsoken  Ch.  Norfolk. 


58. 

59. 

60. 
61. 
62. 


64.  A 


66.  A 


8^X  5# 
9i|x  7 

S^xlOi 

8i  xlOi 

8^x10^ 

10*X  81 

7*x  91^ 

61|x  9| 

X 9 ^ 

7 xlO 


67.  A 


(Series  H.,  xlviii.) 

711x10# 

68. 

A Screen  in  the  North  Aisle  of  North 
Creak  Church  Norfolk.  (Series  H.,  xv.) 

8 

XlO# 

69. 

A Screen  in  Acle  Church  Norfolk.  iSeries 

H.,  ii.) 

10 

X 8 ^ 

70. 

A monument  in  Raveningham  Ch.  Nor- 
folk. (Series  H.,  xxxviii.) 

12 

X 8# 
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J.  S.  COTMAN.  Whitby.  (Liber  Studiorum.  PL  22) 
Size  of  the  original  soft-ground  etching  7|X9f  inches 


71.  An  Antient  Monument  in  . . . North 

Creak  Church. Norfolk.  (Serie.s  II.,  xiv.) 

72.  South  side  of  the  Monument  of  Sir  Roger 

L’Estrange  Knt.  Hunstanton.  (Series 
II.,  xxix.) 

73.  Parts  of  the  Tomb  of  Sir  Roger 

L’Estrange  . . . (Series  II.,  xxx.) 

74.  A monument  for  Robert  Anguish  Wal- 

singham  Ch.  Nk. 

75.  Antient  Sculpture  in  the  Wall  of  a 

Holtse  at  Walsingham  Norfolk.  (Series 
II.,  xlvi.) 

76.  Effigies  ...  on  Sir  William  Gerbrygges 

Monument  . . . 

77.  Effigy  in  Mautby  Ch.  Norfolk. 

78.  Sculpture  over  the  West  Door  Rougham 

Church  Norfolk.  (Series  II.,  xxxix.) 

79.  Our  Lady’s  Chapel  on  the  Mount  Lynn, 

Norfolk.  (Series  II.,  xxxiii.) 

80.  North  Side  South  Gate  Yarmouth.  (Series 

II.,  L.) 


12  X 9 

X 9J 
101-  X 
9i|x  7 

8i|x  511 

2^x  7^ 
llifx  6^- 

10  X 8 ^ 

101  X 8 ^ 

81  XlOi 


1817  (?). 

SPECIMENS  OF  THE  CASTELLATED 
AND  ECCLESIASTICAL  REMAINS  IN  THE 
COUNTY  OF  NORFOLK. 


[I  have  not  seen  the  original  issue  of  this  work  if  such  exists  : 
it  was  included  in  H.  G.  Bohn’s  edition,  1838,  from  which  it  is 
here  described.] 


81.  The  South  Door,  Arminghall  Hall 
III.,  i.) 

. (Series 

12-1 

X 

7 

82.  The  Gateway  to  East  Barsham 
(Series  III.,  ii.) 

House. 

12 

X 

8| 

83.  West  Door-way  Barton  St 
Church.  (Series  III.,  iii.) 

Mary’s 

111 

X 

6| 

84.  The  Tower  of  Beecham-Well 
Norfolk.  (Series  III.,  iv.) 

Church 

X 

7| 

85.  Beaupre  Hall  Outwell  Norfolk. 

III.,  V.) 

(Series 

101 

X 

w|ao 

00 

86.  North  West  View  of  Binham 
Norfolk.  (Series  III.,  vi.) 

Priory 

7| 

xll 

87.  A Pulpit  in  South  Burlingham 
Nork  (Series  III.,  vii.) 

Church 

111 

X 

8 

88.  Stone  Stalls,  Burnham  Thorpe  Ch.  Nor- 
folk. (Series  III.,  viii.) 

101 

X 

8| 

89.  Burnham  Ulph  Ch.  Norfolk.  (Series  III., 

IX.) 

7 

XlOl 
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90.  Part  of  Castle-Acre  Priory  Norfolk. 


(Series  IIP,  x.) 

91.  Part  of  the  Priory  at  Castle  Acre 

12 

X 8^ 

Norfolk.  (Series  III.,  xi.) 

92.  N.W.  Door-way  Castle  Acre  Priory, 

xlOi 

Nork-  (Series  IIP,  xii.) 

93.  Castle  Rising  Church  Norfolk.  (Series 

n 

X 7 

IIP,  xiii.) 

94.  The  East  Window  in  the  Chancel  of 
Castle-Rising  Ch.  Norfolk.  (Series  IIP, 

H 

xlOi 

xiv.) 

95.  South  Door-way  Chedgrave  Chltrch. 

111 

X 8| 

(Series  III.,  xv.) 

96.  Font  Chatgrave  Church.  Norfolk.  (Series 

12 

X 7| 

III.,  xvi.) 

97.  A Chest  in  the  Church  at  Dersingham. 

6i 

X 4| 

(Series  IIP,  xvii.) 

98.  PiD  OF  A Chest  in  the  Church  at  Dersing- 

6| 

Xl2 

ham.  (Series  IIP,  xviii.) 

99.  Cleristory  and  Piscina  Fakenham  Church 

7 

Xl2 

Norfolk.  (Series  IIP,  xix.) 

100.  A Screen  in  Happisburgh  Ch.  Norfolk. 

12 

X 8| 

(Series  IIP,  xx.) 

101.  South  Door  Hartley  Church  Norfolk. 

7 

X 9f 

(Series  IIP,  xxi.) 

102.  A Doorway  Heckingham  Church  N^ 

n 

X 6| 

(Series  III.,  xxii.) 

103.  An  Antient  Monument  Houghton  Church 

13 

X 9| 

Nork  (Series  IIP,  xxiii.) 

104.  West  Door-way  to  the  Refectory  Pang- 

12 

X 7 

ley  Abbey,  Norfolk.  (Series  III.,  xxiv.) 

10 

X 7f 

105.  (St  Marys  Chapel,  Pynn.)  (Series  HP,  xxv.) 

106.  West  Door-way  St  Nichol’s  Church  Pynn, 

12 

X 8| 

Norfolk.  (Series  HP,  xxvi.) 

107.  South  Porch  Great  Massingham  Church 

12 

X 8| 

Norfolk.  (Series  IIP,  xxvii.) 

108.  Middleton  Tower  Norfolk.  (Scries  HP, 

12 

X 8| 

xxviii.) 

109.  Door-way  Mintlyn  Church  Ni^-  (Series  HI., 

lOi 

X 81 

xxix.) 

110.  Stalls  and  Piscina  Norton  Soupecors 

12 

X 8 

Church.  (Series  HI.,  xxx.) 

111.  An  Fntrance  to  the  Music  House  King’s 

6| 

X 9f 

St.  Norwich.  (Series  HI.,  xxxi.) 

112.  A Doorway  St  Fthelreds  Ch.  Norch 

12 

X 7| 

(Series  HI.,  xxxii.) 

91 

X 6| 
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113.  Font  St  Saviour's  Church,  Norwich. 

(Series  III.,  xxxiii.) 

114.  (Pentney  Abbey  Gate.)  (Series  III.,  xxxiv.) 

115.  Door-way  Shouldham  Thorpe  Church  Nk. 

(Series  III.,  xxxv.) 

116.  Part  of  the  West  Front  Stiffkey  Hall 

Nor.  (Series  III.,  xxxvi.) 

117.  Tower  of  Stratton  St  Mary’s  Church 

Norfolk.  (Series  III.,  xxxvii.) 

118.  The  Porch  and  Belfry  Thurgarton  Ch. 

Norfolk.  (Series  III.,  xxxviii.) 

119.  A Door-way  Thurlton  Ch.  Norfolk. 

(Series  III.,  xxxix.) 

120.  Tower  of  Tilney  All  Saint’s.  Nork- 

(Series  III.,  xl.) 

121.  East  end  of  Upton  Church  Norfolk. 

(Series  III.,  xli.) 

122.  Upwell  Church  Norfolk.  (Series  III  , xlii.) 

123.  (Upwell  Rectory.)  (Series  HI.,  xliii.) 

124.  Upwell  Rectory  Norfolk.  (Series  III., 

xliv.) 

[A  Monument  for  Robert  Anguish]  (Series 
III.,  xlv.)  See  No.  74. 

125.  West  Walton  Ch  Norfolk.  (Series  HI., 

xlvi.) 

126.  South  Porch  Worsted  Church  Norfolk. 

(Series  III.,  xlvii.) 

127.  Screen  in  Worsted  Church.  (Series  III., 

xlviii.) 

128.  A Tower  on  the  Ramparts  Yarmouth 

Norfolk.  (Series  III.,  xlix.) 

129.  Font  in  Yaxham  Church  Norfolk.  (Series 

III.,  1.) 


X 

7 

6| 

X 

9f 

111 

X 

7| 

9| 

X 

6| 

11 

X 

7i 

lOi 

X 

8i 

9f 

X 

7i- 

12 

X 

7| 

10| 

X 

7| 

12 

X 

8| 

6| 

X : 

111 

101 

X 

8| 

8| 

X 

111 

101 

X 

8i 

6i 

X 

9f 

101 

X 

00 

9i 

X 

61 

1818. 

A / SERIES  OF  ETCHINGS  / illustrative  of  the  / Archi- 
tectural / Antiquities  of  Norfolk  ; / with  References  to  the 
Authors  / who  have  / Described  or  Figured  them.  / By  / John 
Sell  Cotman,  / author  of  / a volume  of  miscellaneous  etchings,  / 
and  of  / Figures  of  the  Sepulchral  Brasses  of  Norfolk  and 
Suffolk.  / London  : / Printed  by  C.  Sloman,  Yarmouth  : / 
Published  by  Longman  and  Co.  ; Lackinton  and  Co.  ; Colnaghi 
and  Co.  ; and  W.  J.  White,  Brownlow-Street,  Hoiborn  : J.  and 
W.  Freeman,  Norwich  : C.  Sloman,  Yarmouth  : and  by  the 
author  at  Southtown,  Suffolk.  / 1818. 

A presentation  copy  to  Dawson  Turner  in  two  volumes  with 
special  title  pages  and  impressions  of  all  the  states  of  each 
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S.  COTMAN.  A Study.  (Liber  Studiorum,  PI.  17) 
Size  of  the  original  soft-ground  etching  3 X4I  inches. 


plate,  and  three  extra  plates  (Nos.  352,  358  and  359)  is  in  the 
Print  Room  of  the  British  Museum. 


130. 

131. 

132. 

133. 

134. 

135. 

136. 

137. 

138. 

139. 

140. 

141. 

142. 

143. 

144. 

145. 

146. 

147. 

148. 

149. 

150. 

151. 


South  Gate,  Yarmouth.  P.  1.  (Series  I., 
xlvii.)  (1  state.) 

Saxon  arches  in  the  tower  of  Castle 
Rising  Church,  Norfolk.  (Series  I., 
xvii.)  (1  .state.)  ^ 

The  North  west  tower,  Yarmouth.  (Series 
I.,  xlviii.)  (1  state.) 

Yarmouth  Priory.  (Series  I.,  vi.)  (2  states.) 

The  tower  of  Wt  Dereham  Church.  P.  5. 


m xi4* 


10^X14* 

14^x10-^ 
8|  xl2 


(Series  I.,  xxxii.) 

South  door.  Little  Snoring  Church.  PI.  6. 

12 

X 

8| 

(Series  I.,  xxvii.) 

Chapel  of  Houghton  in  the  Dale.  PI.  7. 

12 

X 

8| 

(Series  I.,  xiii.)  (1  state.) 

The  Late  Vicarage  House,  Methwould. 

12 

X 

8| 

PI.  viii.  (Series  I.,  Iv.)  (1  state.) 

Interior  or  {sic)  Soutn-Runcton  Church. 

12 

X 

81 

PI.  ix.  (Series  I.,  xxi.) 

The  South  Door-way  and  the  Corbel 
Table  round  the  Chancel  of  Wim- 

12 

X 

81 

botsham  Church.  P.  x.  (Series  T.,  xxiii.) 

12 

X 

9 

St  Lawrence’s  Well.  PI.  xi.  (Series  I.,  lx.) 
Part  of  the  Refectory  of  Walsingham 

12 

X 

9 

Abbey.  PI.  xii.  (Series  I.,  ix.)  (1  state.) 
West  front  of  Binham  Priory.  PI.  xiii. 

12 

X 

9 

(Series  I.,  iiii.)  (1  state.) 

South  front  of  Binham  Priory.  PI.  xiv. 

14^x10^ 

(Series  I.,  iii.)  (1  state.) 

Interior  of  Chapel  on  the  Mount,  Lynn. 

12 

X 

81 

PI.  XV.  (Series  I.,  xiv.)  (1  state.) 
Bromholm  Priory.  PI.  xvi.  (Series  I.,  v.) 

12 

X 

81 

(1  state.) 

S,  Doorway  Rungton  Holme  Church.  PL 

9 

Xl2 

xvii.  (Series  I.,  xxii.)  (1  state.) 

Font  in  Walsingham  Church.  PI.  xviii. 

12 

X 

00 

(Series  I.,  xliv.)  (1  state.) 

Walsingham  Abbey  Gate.  PI.  xix.  (Series  L, 

12 

X 

81 

x.)  (2  .states.) 

Middleton  Tower.  PI.  xx.  (Series  I.,  li.) 

12 

X 

00 

(1  state.) 

South  porch  of  Arminghall  Hall.  (Series 

12 

X 

81 

I.,  lix.)  (3  states.) 

Doorway  of  Wroxham  Church.  PL  xxii. 

12 

X 

81 

(Series  L,  xxvi.)  (2  states.) 

12 

X 

00 
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152.  View  of  the  Church  of  Wymondham. 

PI.  xxiii.  (Series  I.,  xxxvii.)  (2  states.) 

153.  West  front  of  Castle  Acre  Priory. 

PI.  xxiv.  (Series  I.,  i.)  (3  states.) 

154.  East  view  of  the  Gateway  of  St.  Bennets 

Abbey.  (Series  I.,  xi.)  (4  states.) 

155.  Castle  Rising  Castle,  xxvi.  (Series  I., 

xlv.)  (4  states.) 

156.  Castle  Rising  Castle,  xxvii.  (Series  I., 

xlvi.)  (4  states.) 

157.  Castle  Acre  Priory,  xxviii.  (Series  I.,  ii.) 

(4  states.) 

158.  Part  of  East  Barsham  House.  xxix. 

(Series  I.,  Ivii.)  (4  states.) 

159.  Wallington  Hall.  xxx.  (Series  I.,  liv.) 

(3  states.) 

160.  North  east  view  of  Gillingham  Church. 

PI.  xxxi.  (Series  I.,  xviii.)  (3  states.) 

161 . South  Doorway  of  the  Church  of  Thwayt. 

PI.  xxxii.  (Series  I.,  xxiv.)  (4  states.) 

162.  South  Porch  of  West  Walton  Church. 

(Series  L,  xxxv.)  (4  states.) 

163.  Tower  of  West  Walton  Church.  PI.  xxxiv. 

(Series  I.,  xxxiv.)  (5  states.) 

164.  West  front  of  Castle  Rising  Church. 

PI.  xxxv.  (Series  I.,  xvi.)  (4  states.) 

165.  OxBURGH  Hall.  PL  xxxvi.  (Scries  I.,  Hi.) 

(5  states.) 

166.  Tower  of  Toft  Church.  PI.  37.  (Series  I., 

xxxiii.)  (3  states.) 

167.  Tower  of  Hadiscoe  Church.  PI.  38.  (Series 

I.,  xix.)  (2  states.) 

168.  The  South  Doorway,  Hadiscoe  Church. 

PI.  39.  (Series  I.,  xx.)  (3  states.) 

169.  The  Bishop’s  Palace  Gate,  Norwich. 

PI.  40.  (Series  I.,  xlix.)  (4  states.) 

170.  The  South  porch  of  the  Church  of 

Walpole  St.  Peter.  PI.  41.  (Series  T, 
xxxix.)  (4  states.) 

171.  Thorp  Chapel  St  Michael’s  Church  in 

Coslany,  Norwich.  PI.  42.  (Series  I., 
xlii.  (3  states.) 

172.  Gateway  of  St.  Mary  Wiggenhall.  43. 

(Series  I.,  Iviii.)  (3  states.) 

173.  Ye  South  Gate,  Lynn.  44.  (Series  I.,  liii.) 

(2  states.) 
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14|  xlU 
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174.  West  end  of  the  Church  of  Snettisham. 

45.  (Series  I.,  xxxviii.)  (1  state.) 

175.  Castle  of  Castor.  (Wrongly  numbered  43.) 

(Series  I.,  1.)  (3  states.) 

176.  South  porch  of  St.  Nicholas  Chapel,  Lynn. 

47.  (Series  I.,  xli.)  (3  states.) 

177.  West  front  of  St.  Margaret’s  Church, 

Lynn.  48.  (Series  I.,  xxxvi.)  (3  states.) 

178.  West  End  of  Parish  Church  of  Great 

Yarmouth.  49.  (Series  I.,  xxxi.)  (3  states.) 

179.  Tower  of  South  Lopham  Church.  (Series 

I.,  XV.)  (2  states.) 

180.  North  Door-way  Hales  Church.  (Series  I., 

XXV.)  (5  states.) 

181.  Walsoken  Church,  Norfolk.  (Series  I., 

xxviii.)  (3  states.) 

182.  Interior  of  Walsoken  Church,  Norfolk. 

(Series  I.,  xxix.)  (5  states.) 

183.  Interior  of  the  Chancel  of  Walsoken 

Church,  Norfolk.  (Series  I.,  xxx.)  (3 
states.) 

184.  St.  Ethelbert’s  Gate  (Norwich  Cathe- 

dral). (Series  I.,  vii.)  (4  states.) 

185.  Erpingham  Gate  (Norwich  Cathedral). 

(Series  I.,  xiii.)  (4  states.) 

186.  The  South  Porch  of  Terrington  St. 

Clements.  (Series  I.,  xl.)  (3  states.) 

187.  Monument  of  Thomas  Lord  Morley  in  the 

Church  at  Hingham.  (Series  I.,  xliii.) 
(3  states.) 

188.  Stone  vault  in  Langley  Abbey.  (Series  I., 

viii.)  (3  states.) 

189.  Part  of  East  Barsham  House.  (Series  I., 

Ivi.)  (5  states.) 
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1819. 

ANTIQUITIES  / OF  SAINT  MARY’S  CHAPEL,  / AT  / 
Stourbridge,  near  Cambridge,  / etc.,  etc.  / BY  / JOHN  SELL 
COTMAN.  / AUTHOR  OF  ARCHITECTURAL  ANTIQUITIES 
OF  NORFOLK,  / ARCHITECTURAL  ANTIQUITIES  OF 
NORMANDY,  &c.,  &c.  Published  by  John  S.  Cotman, 
Yarmouth.  / Printed  by  C.  Sloman,  Yarmouth  1819. 

A special  presentation  copy  to  Dawson  Turner  with  im- 
pressions of  all  the  states  of  each  plate  is  in  the  Print  Room 
of  the  British  Museum. 


190.  North  West  View  of  St.  Mary’s  Chapel. 
(Series  IV.,  xxiv.)  (1  state.) 


9 Xl2 


191.  South  East  View  of  St.  Mary’s  Chapel. 


192. 

(Series  IV.,  xxv.)  (1  state.) 

North  Door-Way  of  Our  Lady’s  Chapel. 

9 

Xl2 

193. 

(Series  IV.,  xxviii.)  (1  state.) 

South  Door-Way  of  Our  Lady’s  Chapel. 

10 

X 8^ 

194. 

(Series  IV.,  xxvii.)  (1  state.) 

Interior  View  of  St  Mary’s  Chapel. 

101 

X 8 

195. 

(Series  IV.,  xxvi.)  (1  state.) 

Details  of  St.  Mary’s  Chapel.  (Series  IV., 

HI 

X 8| 

196. 

xxix.)  (1  state.) 

East  View  of  the  Gate  of  Cambridge 

11 

X 8J 

197. 

Castle.  (Series  IV.,  xxiii.)  (1  state.) 

West  View  of  the  Gate  of  Cambridge 

00 

O 

X 

198. 

Castle.  (Series  IV.,  xxii.)  (1  state.) 

The  Monk’s  Entrance  Ely  Cathedral. 

9 

Xl2 

199. 

(Series  IV.,  xxi.)  (4  states.) 

The  Prior’s  Entrance.  Ely  Cathedral. 

12| 

X 9| 

(Series  IV.,  xx.)  (5  states.) 

1822. 

13 

X 10 

ARCHITECTURAL  / ANTIQUITIES  / OF  / NORMANDY, 
by  / John  Sell  Cotman  ; / accompanied  by  / Historical  and 
Descriptive  Notices  / by  Dawson  Turner,  Esq.  F.R.  and  A.S.  / 
London  : / Printed  for  John  and  Arthur  Arch,  Cornhill  ; / and 
J.  S.  Cotman,  Yarmouth.  / MDCCCXXII.  2 volumes. 

A presentation  copy  to  Dawson  Turner  in  four  volumes  with 
special  title  pages  and  impressions  of  all  the  states  of  each  plate 
and  a few  additional  plates  (not  engraved  by  Cotman)  is  in  the 
Print  Room  of.  the  British  Museum. 


VOL.  1. 

200.  Church  of  Querqueville  near  Cherbourg 

(vignette  at  end  of  preface)  1822. 

201.  Castle  of  Arques.  PL  1.  (3  states.) 

202.  Abbey  Church  of  Jumieges.  West  Front. 

PI.  2.  (5  states.) 

203.  Abbey  Church  of  Jumieges.  Parts  of  the 

Nave.  PI.  3.  (4  states.) 

204.  Abbey  Church  of  Jumieges.  Arch  on  the 

West  Front.  PI.  4.  (5  states.) 

205.  Abbey  Church  of  St.  Georges  de  Bocher- 

viLLE.  West  front.  PL  5.  (4  states.) 

206.  Abbey  Church  of  St.  Georges  de  Bocher- 

viLLE.  View  from  the  South  east.  PL  6. 
(4  states.) 

207.  Abbey  Church  of  St  Georges  de  Bocher- 

viLLE.  West  entrance.  PL  7.  (3  states.) 
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13 
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10 

13| 
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101 
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208.  Abbey  Church  of  St.  Georges  de  Bocher- 


viLLE.  South  Transept.  PL  8.  (4  states.) 
209.  Abbey  Church  of  St.  Georges  de  Bocher- 
viLLE.  Sculptured  Capitals.  PL  9. 

12| 

XlO 

(2  states.) 

210.  Capitals  in  the  Abbey  Church  of  St. 
Georges  de  Bocherville.  PL  10.  (2 

12| 

Xio 

states.) 

211.  Abbey  Church  of  St  Georges  de  Bocher- 

12| 

X 9| 

ville.  Sculpture.  PL  11.  (2  states.) 

Xl2| 

212.  Church  of  Graville.  PL  12.  (3  states.) 

213.  Castle  of  St.  Sauveur  le  Vicomte.  PL  13. 

101 

X 8i 

(4  states.) 

214.  Abbey  Church  of  St.  Sauveur  le  ATcomte. 

8i 

Xl6i 

PL  14.  (3  states.) 

215.  Great  PIouse.  at  Grand  Andelys.  PL  15. 

lOi 

Xl4| 

(4  states.) 

216.  Church  of  Thau  {sic  for  Than).  PL  16. 

9i 

X 15 

(1  state.) 

lOJ 

Xl5i 

217.  Church  of  Tamerville.  PL  17.  (3  states.) 

218.  Tower  of  the  Church  of  St.  Michel  de 

14 

X 8i 

AAucelles,  Caen.  PL  18.  (4  states.) 

219.  Church  of  St.  Michel  de  AAucelles,  Caen. 

15 

XlO 

North  Porch.  PL  19.  (4  states.) 

220.  Statue  of  William  Duke  of  Normandy. 

13f 

X 8| 

PL  20.  (3  states.) 

221.  Abbey  Church  of  St.  Etienne,  Caen. 

10 

X 8 

AA'est  Front.  PL  21  and  22.  (5  states.) 

222.  Abbey  Church  of  St.  Etienne,  Caen. 
Elevation  ...  of  the  Nave.  PL  23. 

19| 

X 13f 

(2  states.) 

223.  Abbey  Church  of  Ste.  Trinite,  Caen. 

14i 

XlO 

AA’est  front.  PL  24.  (3  states.) 

224.  Abbey  Church  of  Ste-  Trinite,  Caen. 

12| 

X 91 

East  end.  PL  25.  (5  states.) 

225.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  East  end  interior.  PL  26. 

16| 

X 8| 

(2  states.) 

226.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  North  side  of  the  Choir.  PL  27. 

14| 

XlOf 

(2  states.) 

227.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  Arches  under  the  central 

91 

Xl2| 

Tower.  PL  28.  (3  states.) 

228.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  East  side  of  the  South  Transept. 

9| 

Xl4i 

PL  29.  (2  states.) 

10| 

Xl4 
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229.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  Interior  of  the  Nave.  PI.  30. 


(8  states.) 

230.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  South  side  of  the  Nave,  exterior. 

11 

xl5^ 

PI.  31.  (2  states.) 

231.  Abbey  Church  of  the  Holy  Trinity  at 

8| 

Xl4^ 

Caen.  Crypt.  PI.  32.  (5  states.) 

232.  Abbey  Church  of  the  Holy  Trinity  at 
Caen.  Capitals  in  the  Choir.  PL  33. 

10 

Xl6f 

(4  states.) 

233.  Abbey  Church  of  the  Holy  Trinity  at 

12f 

XIO 

Caen.  Tomb  of  Queen  Matilda.  PI.  33*. 

X 71 

234.  Castle  at  Dieppe.  PI.  34.  (4  states.) 

235.  Church  of  St.  Jacques,  at  Dieppe.  West 

10 

Xl6| 

FRONT.  PI.  35.  (6  states.) 

236.  Church  of  St.  Jacques,  at  Dieppe.  East 

131 

XIO^ 

END.  PI.  36.  (5  states.) 

237.  Tov/er  of  the  Church  of  Haute  Allemagne 

13 

X 9| 

NEAR  Caen.  PI.  37.  (3  states.) 

238.  Collegiate  Church  of  St.  Hildebert  at 

11 

X 8^ 

Gournay.  West  front.  PI.  38.  (3  states.) 
239.  Collegiate  Church  of  St.  Hildebert  at 
Gournay.  North  Transept.  PI.  39. 

13 

XlO 

(3  states.) 

240.  Collegiate  Church  of  St.  Hildebert  at 

13 

XlOi 

Gournay.  Capitals.  PI.  40.  (4  states.) 

241.  Collegiate  Church  of  St.  Hildebert  at 

13 

xlOf 

Gournay.  Capitals.  PI.  41.  (2  states.) 

242.  Chapel  of  the  Hospital  of  St.  Julien, 

13 

xlO^ 

near  Rouen.  PI.  42.  (3  states.) 

243.  Chapel  of  the  Hospital  of  St.  Julien, 

13i 

xlOf 

NEAR  Rouen.  Interior.  PI.  43.  (3  states.) 
244.  Church  of  Lery  near  Pont-de-L’Arche. 

9| 

xl3i 

General  View.  PI.  44.  (3  states.) 

245.  Church  of  Lery  near  Pont-de-L’Arche. 

xiH 

PI.  45.  (4  states.) 

246.  Church  of  Lery  near  Pont-de-L’Arche. 

lOf 

X 1 3^ 

PI.  46.  (3  states.) 

247.  Elevations  of  the  Church  of  Colomby 

00 

Xl3J 

NEAR  Valognes.  PI.  47.  (2  states.) 

248.  Chapel  in  the  Castle  at  Caen.  PI.  48. 

9i 

Xl3| 

(4  states.) 

249.  Cathedral  Church  of  Notre  Dame,  at 
Rouen.  South  Transept.  PI.  49-50. 

10 

xl4 

(5  states.) 

20 

Xl3f 
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250.  Cathedral  Church  of  Xotre  Dame,  at 
Rouen.  West  front.  PI.  51-52.  (4 


states.) 

251.  Crypt  in  the  Church  of  St.  Gervais  at 

21| 

Xl6 

Rouen.  PI.  53.  (4  states.) 

252.  Church  of  St.  Paul,  at  Rouen.  PI.  54. 

9f 

Xl2 

(3  states.) 

VOL.  II. 

253.  Church  of  St.  X^icholas,  at  Caen.  West 

81 

xllf 

END.  PL  55.  (3  states.) 

254.  Church  of  St.  Xicholas,  at  Caen.  East 

15 

X 9| 

END.  PI.  56.  (3  states.) 

255.  Church  of  Cheux,  near  Caen.  PI.  57. 

Ilf 

Xl3 

(2  states.) 

256.  Church  of  Bieville,  near  Caen.  PI.  58. 

8f 

Xl3| 

(5  states.) 

257.  Church  of  Bieville,  near  Caen.  Eleva- 

8| 

Xllf 

tion  AND  Details.  PI.  59.  (1  state.) 

258.  Church  of  Fontaine-le-Henri,  near  Caen. 
X’'oRTH  side  of  the  Chancel.  PI.  60. 

8f 

X 15| 

(3  states.) 

259.  Church  of  Fontaine-le-Henri,  near  Caen. 

13| 

X 9| 

Elevations.  PI.  61.  (1  state.) 

260.  Chateau  at  Fontaine-le-Henri,  near 

Xl7f 

Caen.  PI.  62.  (3  states.) 

261.  Chateau  at  Fontaine-le-Henri,  near 
Caen.  Elevation.  PI.  63.  (4  states  : 

91 

Xl4 

wrongly  lettered.) 

262.  House  in  the  Place  de  la  Pucelle,  at 

14 

xlOf 

Rouen.  PI.  64.  (3  states.) 

263.  House  in  the  Rue  St.  Jean,  at  Caen. 

14| 

X 9| 

PI.  65.  (3  states.) 

264.  Tower  of  the  Church  of  Treport,  near 

14| 

X 9f 

Eu.  PI.  66.  (4  states.) 

265.  Church  of  Anisy,  near  Caen.  PI.  67. 

12| 

X 9 

(2  states.) 

266.  Church  of  Perriers,  near  Caen.  PI.  68. 

9i 

Xl2f 

(4  states  : wrongly  lettered.) 

14i 

XlOf 

267.  Castle  of  Ihllebonne.  PI.  69.  (3  states.) 

81' 

xl3i 

268.  Castle  of  Briquebec.  PI.  70.  (3  states.) 

269.  Church  of  St.  Stephen,  at  Fecamp.  PI.  71. 

9| 

X 15 

(6  states.) 

270.  Screen  in  the  Church  of  St.  Laurence  at 

13| 

X 9| 

Eu.  PI.  72.  (3  states.) 

271.  Church  of  St.  Peter,  at  Lisieux.  West 

14 

XlOf 

FRONT.  PI.  73,  74.  (5  states.) 

18| 

xl2f 
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272.  Church  of  St.  Peter,  at  Lisieux.  South 


Transept.  PI.  75.  (4  states.) 

273.  Abbey  Church  of  St.  Owen,  at  Rouen. 

15-1 

X 9| 

PL  76.  (6  states.) 

274.  Fountain  of  the  Stone  Cross  at  Rouen. 

10| 

xl3J 

PL  77.  (3  states.) 

275.  Palace  of  Justice,  at  Rouen.  PL  78. 

161 

XlO 

(5  states.) 

9-1 

Xl7f 

276.  Ch  rch  of  Louviers.  PL  79.  (3  states.) 

277.  Chateau  Gaillard.  North  East  View. 

14| 

X 9| 

PL  80.  (3  states.) 

278.  ChIteau  Gaillard.  South  West  View. 

9 

Xl6^ 

PL  81.  (4  states.) 

279.  Abbey  Church  of  Montivilliers.  West 

10 

Xl4 

End.  PL  82.  (2  states.) 

280.  Church  of  St.  Sanson  sur  Rille.  PL  83. 

151 

X 9| 

(3  states.) 

13| 

X 8| 

281.  Church  of  Foullebec.  PL  84.  (3  states.) 

Ilf 

X 81 

282.  Castle  at  Tancarville.  PL  85.  (3  states.) 

283.  Entrance  to  the  Castle  at  Tancarville. 

101 

xl4f 

PL  86.  (3  states.) 

284.  Church  of  the  Holy  Cross,  at  St.  Lo. 

Hi 

X 8| 

PL  87.  (4  states.) 

285.  Church  of  the  Holy  Cross,  at  St.  Lo. 

12 

X 9f 

Sculpture.  PL  88.  (1  state.) 

286.  Castle  of  Falaise.  North-West  View. 

13i 

X 7| 

PL  89.  (3  states.) 

287.  Castle  of  Falaise.  North  View.  PL  90. 

' 00 

Xl6 

(3  states.) 

288.  Interior  of  the  Church  of  Creully. 

Hi 

Xl5i 

PL  91.  (3  states.) 

289.  Cathedral  Church  of  Notre  Dame,  at 
CouTANCES.  West  Front.  PL  92,  93. 

lOf 

xl3 

(4  states.) 

290.  Cathedral  Church  of  Notre  Dame,  at 
CouTANCEs.  Elevation  of  the  Nave. 

20f 

Xl2| 

PL  94.  (3  states.) 

16 

X 9f 

291.  Mount  St.  Michael.  PL  95.  (3  states.) 

292.  Mount  St.  Michael.  Interior  of  the 

91 

xm 

Knight’s  Hall.  PL  96.  (4  states.) 

293.  Abbey  Church  of  Cerisy.  PL  97.  (2 

10 

Xl6i 

states.) 

151 

XlO 

294.  Church  of  Oyestreham.  PL  98.  (2  states.) 

295.  Cathedral  Church  of  Notre  Dame,  at 

m 

XlOf 

Seez.  PL  99.  (4  states.) 

19 

Xl2f 
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296.  Cathedral  Church  of  Notre  Dame,  at 
Seez.  Elevation  of  the  Nave.  PI.  100. 
(1  state.) 


15|  xlOi 


1838. 

LIBER  STUDIORUM. 

First  published  by  H.  G.  Bohn  as  a separate  work  and  in  his 
collected  edition  of  Cotman’s  etchings  1838.  Cotman’s  own 
proof  copy,  containing  additional  plates,  and  before  the  numbers 
or  inscriptions,  is  in  the  Print  Room  of  the  British  Museum. 
The  additional  plates  are  Nos.  96,  361,  366  and  367. 

[Frontispiece,  A Garden  House  on  the  Banks  of  the  River  Y are  : 

No.  17.1 


297.  View  of  Clifton.  (2.)  Soft  ground. 

298.  Twickenham.  (3.) 

299.  On  the  Yare,  Norfolk.  (4.) 

300.  Walsingham,  Norfolk.  (5.) 

301.  The  Judgment  OF  Midas.  (6.) 

302.  Postwick  Grove  Norfolk.  (7.) 

303.  Millbank  on  the  Thames.  (8.) 

304. 

305. 


306. 


307. 


308. 

309. 

310. 

311. 

312. 

313. 

314. 

315. 

316. 

317. 

318. 

319. 

320. 

321. 

322. 


Postwick  Grove  Norfolk. 

Millbank  on  the  Thames. 

A Study.  (9.) 

Devil’s  Bridge,  Cardiganshire.  (10.) 

Soft  ground. 

Parson’s  Bridge.  Cardiganshire.  (11.) 

Soft  ground. 

Dolbadern  Castle.  N.  Wales.  (12.) 

Soft  ground. 

[Duncomb  Park.  Yorkshire  : No.  5.] 
(13.)  Etching. 

Tan  y Beolch.  N.  Wales.  (14.)  Soft  ground. 
Cader  Iris  (sic).  N.  Wales.  (15.) 


A Study.  (16.) 
(A  Study.)  (17.) 
Norwich  Thorp. 
Postwick  Grove. 
Felbrigg  Heath. 


(18.) 

Norfolk. 

Norfolk. 


Etching. 
Soft  ground. 


(19.) 

(20.) 


North  Wales. 
Whilby.  (22.) 
[Beeston  Norfolk  : 
Ragland  Caste, 


(21.) 


No.  3.]  (23.)  Etching. 

Monmouthshire.  (24.) 

Soft  ground. 

Harlech  Castle.  N.  Wales.  (25.) 

Monnow  Bridge.  Monmouth.  (26.) 
Kilgarren  Castle.  N.  Wales.  (27.) 
Caernarvon  Castle.  (28.) 

Harlech  Castle.  N.  Wales.  (29.) 
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X 5 
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323.  Bambro’  Castle.  Northumberland.  (30.) 


Soft  ground. 

H 

X 

'll 

• 8 

324. 

Conway  Castle.  N.  Wales.  (31.) 

7| 

X 

5 

325. 

Caernarvon  Castle.  N.  Wales.  (32. 

J,. 

7| 

X 

4t 

326. 

Conway  Castle.  N.  Wales.  (33.) 

7| 

X 

5 

327. 

Planthony  {sic)  Abbey.  (34.) 

X 

4| 

328. 

Wenlock  Priory  Salop.  (35.) 

X 

4| 

329. 

Near  Durham.  (36.) 

Hf 

X 

8| 

330. 

A Study.  (37.) 

X 

331. 

Deptford.  (38.) 

8 

xlOf 

332. 

Ashtead  Church  Yard.  Surrey. 

(39.) 

Soft  ground. 

7^ 

X 

9| 

333. 

Lakenham.  near  Norwich.  (40.) 

, , 

9i 

X 

6i 

334. 

Bristol.  (41.) 

X 

5 

335. 

Capel  Carrig.  Caernarvonshire. 

(42.) 

Soft  ground. 

5 

X 

7| 

336. 

A Norfolk  Plough.  (43.) 

3| 

X 

4i 

337. 

(Sketch  after  Rembrandt.)  (44.)  Etching. 

4| 

X 

4 

338. 

Erench  Beggars.  (45.) 

3i 

X 

4i 

339. 

After  a painting  by  Teniers 

IN  THE 

POSSESSION  OF  Darwen  Turner.  Esqr. 

(46.) 

Etching. 

m 

X 

7i 

340. 

(A  Study.)  (47.) 

,, 

6f 

X 

4i 

341. 

(A  Study.)  (48.) 

4i 

X 

3i 

1846. 

EIGHT  ORIGINAL  / ETCHINGS  / by  the  late  / John  Sell 
Cotman.  / now  first  Published.  / Norwich  : / Charles  Muskett.  / 
1846. 


342.  (The  Student). 

8i 

X 

7i 

343.  (An  oriental  figure  holding  a flintlock). 

8f 

X 

5| 

344.  (Two  children). 

9 

X 

6 

345.  (An  ecclesiastic  reading). 

8 

X 

6 

346.  (A  WOMAN  drawing  water.) 

lOi 

X 

347.  (Windmills  at  Yarmouth). 

51 

X 

7f 

348.  (Scene  on  the  beach). 

6 

X 

9 

349.  (Eecamp). 

8 

X 1 1 i 

SINGLE  AND  UNPUBLISHED  ETCHINGS. 

A,  DATED. 

350.  (Part  of  a cottage  with  a water  butt  & 
steps).  J.  S.  C.  1801  (in  reverse). 

Soft  ground.  5|  x 4 
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351.  (An  old  wooden  cottage,  a fond  in  the 

foreground).  London  Etched  & Pub- 
lished by  J.  S.  Cotman  June  1810. 

352.  The  West  Doorway  of  Barton  St.  Mary, 

Norfolk.  Norwich  Etched  & Published 
by  J.  S.  Cotman  Jany  1812.  (Inserted  at 
end  of  B.M.  special  copy  of  “ Antiquities 
of  Norfolk.”)  (Cut.) 

353.  (St.  Doulagh’s  Church  1813). 

Soft  ground.  (Cut.) 

354.  Bookplate  of  Charles  Nichols  MDCCCXIV. 

355.  Column  at  Yarmouth.  1817. 

356.  (A  figure  in  Oriental  costume)  J.  S.  C. 

1832.  (Etched  at  W.  H.  Harriott’s  house, 
according  to  J.  J.  Cotman.) 

357.  (A  MOATED  chateau)  W.  H.  H.  1832. 

(Presumably  after  W.  H.  Harriett.) 


14|  xl0| 

iij  X H 

lOf  X 7i 

3 X 2i 
18|  xll| 

4 X 2| 
6^  X 4 


SINGLE  AND  UNPUBLISHED  ETCHINGS. 
B,  UNDATED. 


358.  (The  ruined  end  of  a Gothic  Church) 

(unfinished).  (Inserted  at  beginning  of  B.M. 
special  copy  of  ‘‘  Antiquities  of  Norfolk.”) 

359.  (Part  of  a ruined  church,  inscribed  PI. 

xxi.)  (2  states.)  (Inserted  at  end  of  B.M. 
special  copy  of  ” Antiquities  of  Norfolk.”) 

(Cut.) 

361.  (Portrait  of  the  Revd.  Pendlebury 

Houghton).  Soft  ground. 

362.  (View  of  a distant  castle  with  cattle 

AND  trees  in  the  FOREGROUND). 

Soft  ground. 

363.  (Barnard  Castle  on  the  Tees). 

364.  (Caistor  Castle). 

365.  (Burying  ground  at  Bethune). 

366.  Brandsby  Tower,  Yorkshire.  (Published 

by  H.  G.  Bohn  in  collection  of  1838, 
Series  IV.,  xxx.)  Soft  ground. 

367.  (A  font). 

368.  (W.  END  OF  A Norman  Church  with  a 

Gothic  tower).  (Plate  spoiled  in  the 
biting) . 

369.  At  St.  Faiths.  (A  lessen  with  C.  L.  Bright- 

well,  part  only  by  Cotman). 

370.  (Foreign  Street  scene  with  church  and 

figures). 


14| 

xl 

11 

111 

X 

H 

10| 

X 

3 

X 

X 

11 

9| 

X 

12 

X 

9 

X 

7| 

6| 

X 

4| 

13i 

X 

11 

X 

7 

lOJ 

X 

7f 
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1819. 

ENCxRAVINGS  / OF  / THE  MOST  REMARKABLE  / OF  / 
THE  SEPULCHRAL  BRASSES  / IN  NORFOLK  / ...  by 
John  Sell  Cotman,  / . . . London  : / Published  by  John  and 
Arthur  Arch,  Cornhill  ; also  by  J.  and  W.  Freeman,  Norwich  ; / 
and  by  the  Author,  at  Southtown,  near  Yarmouth.  / Printed 
by  C.  Sloman,  Jun.,  Yarmouth.  / 1819. 

Ill  unnumbered  plates  (including  an  etching  of  the  Gorleston 
brass  in  Suffolk  different  from  that  published  later  in  Suffolk 
Brasses),  dates  on  the  plates  ranging  from  1813  to  1816.  These 
plates  were  reissued  with  the  addition  of  numbers  on  each 
plate  by  Henry  G.  Bohn  1839  as  : — Engravings  / of  Sepulchral 
Brasses  / in  / Norfolk  and  Suffolk  : 2 vols.  The  first  vol. 

contains  Plates  1-81  Norfolk  Brasses,  vol.  IT.  Plates  82  to  111 
Norfolk  Brasses,  a supplement  of  sepulchral  monuments 
(reprinted  from  earlier  collections  with  the  addition  of  two 
before  unpublished  plates),  an  appendix  of  7 new  plates  of 
brasses  and  Engravings  / of  / Sepulchral  Brasses  in  Suffolk, 
47  numbered  plates. 
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CAMILLE  PISSARRO.  La  Roche— Guyon.  (c.1866).  Second  State 
Size  of  the  original  etcliing  317  X 238  mm. 
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THE  ETCHED  AND  LITHOGRAPHED  WORK 
OF  CAMILLE  PISSARRO 

By  LUDOVIC  RODO 


\MILLE  PISSARRO,  whose  name  is  taking  a 
more  and  more  prominent  place  among  the 


artists  belonging  to  the  Impressionist  School, 
is  also  the  one  whose  production  is  most  con- 
siderable and  varied.  Apart  from  his  innumerable 
paintings  in  oil  and  water-colours,  his  gouaches  and 
pastels,  his  thousands  of  sketches  and  drawings,  he  is  also 
responsible  for  a great  number  of  etchings  and  litho- 
graphs. Most  of  these,  strange  to  say,  were  still  very 
little  known  a few  years  ago,  even  in  his  own  country. 

It  is  true  that  Pissarro  engraved  to  please  himself 
and  by  way  of  relaxation  from  more  important  work. 
Indifferent  to  the  possible  commercial  value  of  this  side 
of  his  art,  he  never  thought  to  derive  financial  advantage 
from  it,  or  to  issue  fine  limited  editions  on  beautiful 
paper  with  large  margins  and  remarques  that  would 
only  pander  to  the  collector’s  mania  ; that  was  not  in 
the  spirit  of  the  time  nor  consistent  with  his  character. 

For  these  very  reasons  Pissarro’s  graphic  work  is  the 
more  interesting  to  study.  His  prints  are  not  tours  de 
force,  but  real  painter’s  etchings  done  for  the  artist’s 
own  satisfaction,  generally  printed  by  himself  on  odd 
bits  of  old  paper.  The  number  of  these  artist’s  impres- 
sions is  often  le.ss,  and  rarely  more,  than  twenty. 
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When  one  thinks  of  the  difficnlties  with  which  the 
Impressionist  School  had  to  contend  in  earh^  days  and 
of  the  general  condemnation  and  hostility  aroused  by 
the  paintings  of  these  innovators,  it  is  easy  to  understand 
that  the  etchings  suffered  the  same  fate  and  appealed  so 
little  to  the  amateur  that  they  were  left  on  one  side.  So 
for  many  long  years  they  remained  known  only  to  a very 
small  circle  of  friends  and  admirers  of  this  genuine  artist. 

Where  Degas  engraved  65  plates,  Renoir  two  score, 
Cezanne  only  three,  Guillaumin  and  Sisley  but  a few 
more,  Pissarro  did  at  least  one  hundred  and  ninety 
etched  and  lithographed  plates,  without  counting 
numerous  monotypes,  which  although  not,  strictly 
speaking,  engravings  are  nearly  allied  to  them. 

Being  an  entirely  self-taught  artist,  Camille  Pissarro 
did  not  have  any  master  to  initiate  him  in  the  art  of 
etching.  He  had  a profound  admiration  for  the  work 
of  Rembrandt,  Goya,  Corot,  Millet  and  Manet,  but 
incapable  certainly  of  imitating,  he  never  even  recalls 
those  whom  he  admires,  and,  far  from  being  influenced 
by  these  masters,  he  always  preserved  his  own  indi- 
viduality. It  is  therefore  more  likely  that  he  took  up  the 
needle  for  the  joy  of  expressing  himself  on  the  copper  ; 
the  method  is,  after  all,  simple  enough  in  itself,  and 
any  artist  may  be  tempted  at  some  time  to  try  it. 

His  earliest  plate  on  record  is  Prairies  prh  d’Asnieres 
(1864).  This  was  followed  by  another,  entitled  Une  rue 
a Montmartre  en  1865  and  annotated  “ Epreuve 
unique,”  a small  plate  in  simple  and  strong  lines  deeply 
bitten.  These  two  unique  proofs  may  be  considered 
as  his  flrst  experiments.  Quite  recently  another  sub- 
ject, from  Dr.  Gachet’s  collection,  of  the  same  period, 
has  l)ecn  discovered. 
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CAMILLE  PISSARRO.  Portrait  de  Cezanne.  (1874).  Only  State 
Size  of  the  original  etching  270  X 215  mm. 


277 


Then  comes  La  Roche  Guy  on  (c.  1866),  a more  important 
and  elaborate  plate,  also  in  clear,  sharp  line,  but  with 
more  shading  ; very  successful  in  its  cold  execution. 
La  Negresse  (1867),  depicting  a native  woman  wearing 
a Madras  handkerchief  on  her  head,  sitting  on  a door- 
step ; a souvenir  of  his  youth  and  of  the  Antilles,  the 
artist’s  birthplace,  for  Pissarro  was  born  in  St,  Thomas, 
Danish  West  Indies,  in  July  1830. 

It  is  clear  that  Pissarro  was  etching  long  before  he 
personally  knew  Degas,  Jacque,  Desboutin  and  other 
fellow  painter-engravers.  Still,  these  etchings  are  but 
early  work,  interesting,  no  doubt,  but  showing  that  the 
artist  has  not  yet  acquired  the  full  mastery  of  the  medium, 
especially  of  aquatint,  in  which,  later  on,  he  was  to 
become  a master. 

During  the  war  of  1870-71  his  home  at  Louveciennes, 
near  Paris,  was  raided  and  occupied  by  the  Germans, 
who  established  a military  butcher’s  shop  in  his  house  ; 
practically  everything  was  destroyed,  and  the  soldiers 
used  his  painted  canvases  as  aprons.  It  is  probable 
that  he  did  no  etching  during  these  troubled  times, 
and  we  must  go  on  to  the  years  1873-74  to  find  Pissarro 
working  at  Pontoise,  where  Cezanne  and  Guillaumin 
were  shortly  to  join  him.  Near  by,  at  Auvers,  lived 
M.  Gachet,  a very  curious  character,  employed  as  doctor 
in  the  service  of  the  Compagnie  des  Chemins  de  Fer 
du  Nord,  who  was  also  a connoisseur  and  a friend  of 
artists.  Himself  an  engraver  not  without  talent,  under 
the  pseudonym  of  Van  Ryssel,  he  was  one  of  the  first 
who  could  understand  these  very  much  depreciated 
artists,  and  even  went  so  far  as  to  dare  to  buy  some  of 
their  works,  which  at  the  time  required  a certain  dose 
of  moral  courage.  It  was  the  same  Dr.  Gachet  who  in 
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CAMILLE  PISSARRO.  La  Maison  Rondest.  (1882) 

Size  of  the  original  etching  (with  aquatint)  163  X 112  mm. 


279 


later  years  welcomed  Van  Gogh,  who  did  his  portrait 
in  oil,  wearing  a white  cap,  and  one  in  etching,  known 
as  UHomme  a la  pipe.  It  might  have  been  at  the 
doctor’s  instigation  that  Pissarro  took  up  the  etching 
needle  again  to  execute  the  portrait  of  his  friend 
Cezanne  in  1874,  one  of  his  most  beautiful  plates  in 
pure  line,  showing  the  famous  artist  in  the  rough 
shepherd’s  garment  he  was  accustomed  to  wear  when 
going  out  to  paint  on  frosty  m.ornings. 

In  his  turn  Cezanne  etched  the  portrait  of  Guillaumin 
sitting  on  the  ground,  the  plate  bearing  the  remarque 
of  a little  man  hanging  from  a gallows,  perhaps  an 
allusion  to  the  Maison  du  Pendit,  which  he  painted  in 
Auvers.  At  the  same  time  Guillaumin  did  a few  plates 
marked  with  a little  cat,  and  Pissarro  a small  series  of 
landscapes — Pay  sage  avec  Pommiers  (1873),  Les  Hauteurs 
de  rHautil  (1873),  L’Oise  a Pontoise  (1874),  Coteaux 
d Pontoise  (1878),  Fabrique  a Pontoise  (1874) — ail  very 
small  plates  in  pure  etching,  marked  with  a little 
daisy.  The  origin  of  these  remarques  is  rather  obscure  ; 
may  it  not  have  been  a joke  between  friends  working- 
together  ? 

Up  to  that  time  Pissarro’s  etchings  had  been  only 
occasional,  and  we  do  not  know  of  any  in  the  subse- 
quent years  1875-77,  during  which  his  production  as 
an  etcher  seems  to  undergo  a rest.  It  was  in  1878  that 
he  met  Degas  in  Paris,  who  was  then  engaged  with  his 
own  researches.  The  two  friends  soon  became  interested 
in  each  other’s  work  ; from  that  date  Pissarro  was  to 
produce,  practically  without  interruption,  his  most 
remarkable  plates.  His  technique  becomes  more 
assured,  freer  and  more  personal,  betraying  his  strong 
individuality.  Fully  master  of  his  medium,  he  uses 
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copper  and  zinc,  even  sometimes  the  rough  zinc  for 
roofing.  With  an  extraordinary  sureness  and  supple- 
ness he  employs  different  processes  and  combines 
dry-point,  pure  etching  and  soft  ground  ; he  uses  the 
emery  point  and  employs  a great  deal  of  liquid  aqua- 
tint, resin  and  salt  grain,  thus  obtaining  by  these 
different  means  new  and  unforeseen  effects  of  depth 
and  richness  of  colour. 

He  did  very  few  plates  in  pure  dry-point  ; there 
are,  however,  some  first  states  in  this  manner,  as  it 
was  often  his  custom  to  trace  the  outline  of  his  subject  with 
the  point.  It  soon  came  to  be  modified  with  aquatint, 
which  appealed  to  him  much  more.  He  used  it  in  all 
sorts  of  ways,  but  preferred  the  coarse  resin  or  “ salt 
grain,”  spread  over  the  plate  with  a sieve,  to  the  too 
evenly  distributed  ground  afforded  by  resin  from  the 
dusting-box.  Continually  experimenting,  he  sometimes 
employed  sand-paper  in  a peculiar  way,  rolled  up  and 
used  as  a stump.  This  puzzled  many  experts,  as  the 
trick  cannot  be  detected  ; the  effect  resembles,  and  is 
always  confused  with,  a light  touch  of  aquatint.  He 
also  touched  up  the  plate  with  acid  and  brush,  a treat- 
ment which  gives  great  delicacy  to  his  etchings. 

Being  difficult  to  please,  he  would  often  scrape  down 
the  plate  with  the  burnisher  and  start  the  work  afresh  ; 
he  wrought  his  plates  many  times,  thus  producing 
proofs  in  numerous  states  merely  to  see  how  the  work 
was  progressing,  without  thinking  at  all  of  collectors. 
These  epreiives  d'etat  are  necessarily  restricted  in 
number  and  often  unique.  A good  many  of  his  etchings 
occur  in  eight  to  twelve  states  ; for  instance,  the 
Baigneuse  aiix  oies  (c.  1895)  was  hammered  down  all  over 
after  the  seventh  state,  with  the  exception  of  the  figure, 
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CAMILLE  PISSARRO.  L’Ile  Lacroix  X Rouen.  (1887) 
Size  of  the  original  etching  115  X 157  mm. 


and  completely  re-worked  until  a twelfth  state  was 
reached  ; the  Femme  a la  harrier e (1889)  occurs  in  nine 
states  before  the  first  addition  of  aquatint.  In  some 
cases,  his  artistic  conscience  being  dissatisfied  with 
the  results,  the  plate  was  cancelled  after  a number  of 
states  had  been  obtained.  This  was  the  case  with 
Femme  vidant imehrouette  states.  Never- 

theless, beautiful  proofs  of  this  etching  exist,  but  it  has 
obviously  been  too  much  worked  over  again  and  again 
and,  finally,  has  become  somewhat  heavy. 

Pissarro’s  conception  of  what  etching  should  be, 
his  unorthodox  cuisine  of  acids  and  grounds,  his 
tritiirage  of  grains,  was  an  absolutely  new  departure 
which  was  not  appreciated  and  did  not  gain  for  him 
his  colleagues’  applause  or  sympathy.  It  was  for  no 
other  reason  that  he  was  rejected  by  the  “ Societe  des 
Peintres-graveurs  ” on  the  futile  pretext  of  his 
nationality.  For  Pissarro,  one  of  the  most  glorious 
representatives  of  modern  French  art,  was  Danish 
in  the  eyes  of  the  law.  Yet  it  is  precisely  his  apparent 
lack  of  method  and  his  freedom  of  execution  that 
makes  Pissarro’s  etchings  of  such  arresting  quality 
and  so  characteristic  ; so  well  do  they  reflect  the  etcher’s 
great  personality.  Even  M.  Theodore  Duret,  one  of  the 
first  to  defend  the  Impressionist  School,  suggests  in 
his  book,  “ The  Impressionist  Painters,”  that  the 
process  which  yielded  such  light  and  delicate  effects 
has  yet  the  disadvantage  of  permitting  only  a restricted 
number  of  proofs  to  be  pulled.  It  may  be  so — but  is 
it  really  a disadvantage  ? The  amateur  of  fine  and 
delicate  prints  will  appreciate  that  it  is  not  so  much 
the  quantity  as  the  quality  which  should  be  of  account 
in  this  branch  of  art.  This  apparent  absence  of  method 
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CAMILLE  PISSARRO.  Faneuses.  (1890).  Twelth  and  Final  State 
Size  of  the  original  etching  198  X 134  mm. 
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was,  in  fact,  quite  a method  in  itself.  The  artist  was 
merely  adapting  to  the  copperplate  a technique  familiar 
to  him  when  drawing  from  nature.  In  order  to  express 
himself  he  had  to  create  entirely  new  means  of 
expression,  and  this  he  did  to  a wonderful  degree  in 
his  etchings.  His  art  was  mostly  directed  to  grasping 
the  character  of  things,  to  rendering  contrasts,  colour- 
values  and  light,  and  he  could  bring  within  the  small 
compass  of  a print  all  the  life  that  there  was  in  his 
impressionist  pictures.  That  is  why  they  were  not 
regarded  as  true  etchings  ; the  conventions  were  too 
much  neglected.  But  examine  a print  like  Maison 
Rondest  (1882)  and  you  cannot  but  admire  the  finesse  and 
delicacy  of  a plate  which  has  all  the  qualities  of  a 
Japanese  wash  drawing. 

Pissarro’s  personal  vision  is  even  better  exemplified 
in  his  studies  of  the  country  folk.  There  it  is  interesting 
to  note  that  the  influence  of  ]\lillet,  with  which  he  has 
so  often  been  reproached,  consists  only  in  the  apparent 
similarity  of  subject,  but  in  manner  there  is  a vast 
difference.  One  has  only  to  examine  his  etchings  and 
lithographs  to  see  how  far  removed  Pissarro’s  natur- 
alistic peasants  are  from  Millet’s  biblical  and  romantic 
people  ; how  different  the  two  artists  are  in  tempera- 
ment and  outlook.  In  his  magnificent  series  of  market 
places',  in  his  Baignenses,  so  delicate  and  fresh,  in  his 
Faneuses,  with  their  slow  and  noble  rh3Thm,  he  alwaj^-s 
gives  a forcible  rendering  of  humanit}^  in  action  and  in 
close  intimac}^  with  its  environment. 

Among  the  finest  pieces  etched  during  this  period 
that  call  for  special  mention  are  La  Masiire  (1879),  in 
coarse  grain,  nearl}"  without  any  lines  at  all,  and 
Paysage  sous  hois  a VHermitage  (1879).  This  latter 
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CAMILLE  PISSARRO.  Baigneuse  aux  Oies.  (c.  1895).  Seventh  State 
Size  of  the  original  etching  129  X 178  mm. 


beautiful  etching  in  aquatint  was  intended  for  a publi- 
cation called  “ Le  Jour  et  la  Nuit,”  of  which  Degas 
had  conceived  the  idea  ; it  was  to  be  published  with 
contributions  by  Degas,  Bracquemond,  Raffaelli,  Mary 
Cassatt,  etc.  However,  only  one  copy  ever  saw  the 
light  and  was  exhibited  at  the  Fifth  Exhibition  of  the 
Impressionists  in  1880.  The  project  was,  unfortunately, 
abandoned,  but  the  impression  of  Pissarro’s  plate  in 
50  copies  was  already  done.  These  plates  were  followed 
by  Crepuscule  (1879),  Sente  des  Pouilleux  (1880),  Ferme 
a Noel  (1884)  and  the  Eglise  d’Osny  (1885),  etc.,  to  cite 
only  the  more  important. 

In  1883  Pissarro  was  painting  at  Rouen,  and  returned 
with  a number  of  sketches  and  full  of  recollections, 
which  he  used  in  the  following  years  when  composing 
the  fine  Rouen  series. 

Pissarro  frequently  repeated  in  his  prints  the  motives 
of  his  paintings.  Thus  after  the  visit  to  Rouen  we  see 
townscapes  appearing  in  his  etchings,  with  roofs  and 
factory  chimneys,  docks  and  harbours,  cranes,  cargoes 
and  smoke.  The  Rouen  series  is  one  of  the  most  engaging 
he  ever  did,  depicting  the  narrow,  crowded  streets  of 
the  old  city  crowned  with  its  beautiful  cathedral,  its 
many  churches,  its  river,  bridges  and  boats,  and  the 
life  and  traffic  of  its  quays.  The  most  notable  achieve- 
ments of  this  series  are  the  Rue  du  Gros  Horloge  (1885), 
Place  de  la  Republique  (1886),  Rue  de  U Epicene  (1886) 
and  L’lle  Lacroix  (1887). 

So  far  Pissarro  had  no  printing  press  of  his  own  ; 
it  was  only  during  short  visits  to  Paris  that  he  could 
occasionally  get  a few  proofs  of  his  plates  printed  off 
at  the  studios  of  Degas  or  Jacqiie  or  at  the  establish- 
ments of  Salmon  or  Delatre,  the  etching  printers. 
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CAMILLE  PISSARRO.  Baigneuse  pres  d’un  bois.  (c.  1896).  Fourth  and  Final  State 
Size  of  the  original  lithograph  205  X 125  mm. 
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The  impressions  of  this  period  are  therefore  rather 
scarce  ; some  of  them,  in  fact,  bear  in  the  artist’s 
handwriting  a memorandum,  “ imprime  par  Degas  ” 
or  “ imprime  par  Jacque.” 

When  he  settled  in  1884  at  Eragny,  a small  village 
in  Normandy,  near  Gisors,  his  visits  to  Paris  became 
less  frequent  owing  to  the  difficulty  of  communication. 
He  then  bought  a very  small  press  at  first,  and  later  a 
larger  and  more  comfortable  one,  so  that  he  might 
proceed  with  his  work  during  the  long  winter  evenings. 
From  this  time  almost  all  his  etchings  were  printed 
by  himself,  usually  on  papier  Ingres  or  old  Dutch 
paper,  of  which  he  always  kept  in  stock  a good  supply 
obtained  from  old  ledger  books.  He  was  thus  able 
to  dispense  with  the  services  of  skilled  craftsmen, 
whose  cunning  tricks  of  printing  and  retroussage,  giving 
the  effect  by  clever  inking,  he  loathed  most  heartily. 

It  was  at  Eragny  he  executed  those  wonderful  series 
of  peasants  and  countrywomen,  of  cowherds  and 
goosegirls,  of  bathers  and  market  places  and  other 
favourite  subjects  drawn  from  the  countryside  to  which 
he  devoted  his  talents.  Among  so  many  one  can  only 
cite  a few  : Gar  deuse  d'oies  (1888),  V achere  au  hord  de 
I’eau  (1890),  Paysanne  au  puits  (1891)  and  Marche  a la 
Volaille  (1891). 

At  Eragny,  too,  he  etched  his  own  portrait,  about 
1890,  full  of  character  and  a striking  likeness,  and 
the  portrait  of  his  mother.  Grand’ mere  dans  sojt  fauteuil 
(1888)  and  La  Grand' mere,  effet  de  lumiere  (1889),  a 
real  masterpiece  worthy  of  comparison  with  a Rembrandt 
etching,  and  many  other  typical  plates. 

Pissarro  frankly  hated  the  aquatint  in  colour  printed 
a la  poll  pee  ; that  is,  a coloured  aquatint  in  which  a 
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number  of  colours  are  printed  on  the  same  plate  at 
the  same  time,  a fashion  which  was  becoming  popular. 
He  then  took  to  making  experiments  in  colour  printing, 
but  in  a different  way.  He  used  for  this  four  plates, 
one  for  each  colour,  blue,  yellow  and  red,  and  a key- 
plate,  black,  for  the  outline.  These  plates  were  passed 
under  the  press  in  succession,  as  in  the  typographic 
process  ; the  great  difficulty  in  this  attempt  was  to 
secure  perfect  register  with  the  needle  on  damped 
paper,  a matter  calculated  to  drive  a person  mad  with 
impatience  ! He  therefore  gave  up  the  idea.  But  these 
experiments  are  very  interesting,  although  he  was  not 
himself  quite  satisfied.  He  left  some  very  charming 
trial  proofs  ; for  instance,  Baigneuses  gardeitses  d’oies 
(1894),  Paysannes  a VHerhe  (1894),  Marche  a Gisors 
(1894)  and  Eglise  et  Ferme  d'Eragny  ; this  latter 
plate  was  etched  and  printed  in  black  in  1890  and  re- 
worked with  the  addition  of  colour  plates  in  1894 
Each  impression  of  these  etchings  is  different  and,  so 
to  speak,  unique  owing  to  the  variations  in  tint,  and  if 
the  register  is  not  perfectly  accurate  it  does  not  matter 
much,  as  the  composition  is  not  encircled  in  a rigid 
outline,  but  remains  a little  soft  and  vague. 

During  the  artist’s  lifetime  only  hve  etchings  were 
published,  namely.  Bonne  faisant  son  marche  and  Gar- 
deuses  d’oies  (1888),  in  the  Revue  Independante  ] Paysage 
Cl  Osny  (1887)  in  L’Estampe  Originate  (1895),  Eaneuses 
d’Eragny  (1897),  in  M.  Roger  Marx’s  book,  “ Art  et 
Nature  ” ; and  the  Pay  sans  portant  du  Join,  in  La  Vie 
Artistique,  edited  by  M.  Gustave  Geoffroy,  in  1900.^ 
It  was  only  after  his  death,  which  occurred  in  1903,  that 

’ In  1904  Vachere  an  bord  de  I'ean  was  published  in  “ La  Gazette  des  Beaux 
Arts,”  and  in  1906  Faneitses  (1890)  in  M.  Theodore  Duret’s  “ Les  Peintres 
Impressionnistes.” 
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twenty  plates  were  issued  in  two  series  of  ten  plates  each  ; 
the  first  series  in  1907  comprised  the  following  plates  : 


(1)  Port  de  Rouen  (avec 

bateau  a vapeur), 

(2)  Cours  Boeldieu  a Rouen 

(avec  femme  a gauche) 

(3)  L’lle  Lacroix  a Rouen, 

(4)  Rue  Damiette  a Rouen, 

(5)  Rue  de  I’Epicerie  a 

Rouen, 


(6)  Une  fuelle  a Rouen  (Rue 
des  Arpents), 

(7)  Rue  Malpalue  a Rouen, 

(8)  Place  de  la  Repuhlique  a 
Rouen  (avec  tramway), 

(9)  Le  Port  prh  la  Douane 

a Rouen, 

(10)  Pay  sage  a Rouen  (Cote 
Ste.  Catherine)  ; 


and  the  second  in  1920  : 

(1)  Portrait  de  Cezanne, 

(2)  Vue  d.e  Rouen,  Cours  la 
Reine, 

(3)  Baigneuse  vue  de  dos, 

(4)  CrepMscule  avec  meules, 

(5)  Paysanne  au  puits, 


(6)  Paysage  a Osny, 

(7)  Vue  de  Pontoise, 

(8)  Maison  Rondest, 

(9)  Eglise  d’Osny, 

(10)  Pay  sans  dans 

champs. 


les 


After  printing,  these  twenty  plates  were  cancelled  and 
deposited  in  the  Bibliotheque  Nationale  at  Paris. 

Two  important  retrospective  exhibitions  of  his  etched 
work  were  held  in  Paris — one  at  Messrs.  Durand-Ruel’s 
galleries  in  1907,  the  other,  with  the  addition  of  his 
lithographs,  at  the  Salon  d’Automne  in  1911. 

In  1896  Pissarro  resumed  lithography,  a medium 
which  he  had  already  essayed  about  1874,  when  he 
drew  on  a special  transfer  paper,  from  which  the 
drawing  was  transferred  to  the  stone,  a process  then, 
I believe,  quite  novel.  He  did  in  this  manner  ten  litho^ 
graphs,  of  which  very  few  copies  are  extant.  We  may 
mention  Femme  et  enfant  dans  les  champs,  Faneuse 
and  Foire  de  la  St.  Martin  (1874),  drawn  in  crayon  or 
pen  and  ink,  or  in  both  together. 
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CAMILLE  PISSARRO.  Paysannes 
Size  of  the  original  lithograph  i66x  134  mm. 
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As  with  the  etchings,  Pissarro  would  not  be  bothered 
with  the  strict  orthodoxy  of  the  craft.  He  would  draw 
direct  on  the  stone  and  search  for  the  effect  which  he 
wanted  with  the  pencil  and  with  ink  diluted  in  ether  ; 
he  would  do  much  scratching  and  rubbing  out,  and 
failures  would  result  which  he  could  still  turn  to  good 
account.  By  these  and  other  means  he  obtained  greater 
delicacy  of  tone,  freer  expression,  and  charming,  yet 
somehow  strange,  results  which  had  never  been  seen 
before  in  the  work  of  other  lithographers.  In  this 
medium  Pissarro  could  not  do  his  own  printing,  and  his 
work  was  the  despair  of  the  printers.  Fortunately  he 
found  in  M.  Tailliardat  the  man  of  understanding  and 
intelligent  patience  who  was  to  pull  all  those  beautiful 
proofs,  most  of  them  necessarily  very  limited  in  number 
on  account  of  the  delicacy  of  the  work,  which  could  not 
stand  much  printing. 

Generally,  Pissarro  drew  direct  on  the  stone  or  on 
specially  prepared  plates  of  grained  zinc,  but  some 
drawings  were  still  done  on  paper.  He  used  Ingres 
paper,  covered  with  a preparation,  transferred  and 
sometimes  retouched  on  the  stone. 

In  lithography  he  did  some  more  " Baigneuses  ” 
(quite  an  interesting  series),  some  more  “ Marches  ” 
and  “ Paysans,”  and  a new  set  of  views  of  Rouen  in 
which  the  crayon  combined  with  pen  and  ink  and 
light  touches  of  wash  gave  the  right  impression  of  the 
crumbling  stone  of  the  monuments  of  the  ancient  city. 
The  Rite  St.  Romain,  Rue  Moliere  a Rouen,  Rue  Gevicault 
and  Quai  de  Rouen  (1896)  are  notable  examples  ; 
but  one  of  his  most  important  and  engaging  litho- 
graphs is  the  Marche  de  Pontoise  (1897),  of  which  there 
exist  48  impressions,  occurring  in  three  different  states. 
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CAMILLE  PISSARRO.  Marche  a Pontoise.  (1897) 
Size  of  the  original  lithograph  308  X 230  mm. 
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Lithography  being  easier  to  him  than  etching,  there  are 
much  fewer  states,  three  or  four  at  most.  His  litho- 
graphs are  generally  in  the  definitive  state  from  the 
first  impression. 

At  the  age  of  63  Pissarro  was  attacked  by  an 
affection  of  the  eye,  which  obliged  him  to  avoid  dust 
and  the  inclemency  of  the  weather,  so  that  his  open-air 
work  had  to  be  discontinued.  He  then  rented  a suite 
of  rooms  at  the  Hotel  de  Russie  in  Paris  and  painted 
from  the  windows  the  teeming  life  and  traffic  of  the 
streets.  This  was  quite  a new  departure  in  the  career 
of  this  great  and  indefatigable  artist.  From  his  point 
of  vantage  he  did  a picture  of  the  crowded  boulevard 
on  a Mi-Careme  day,  and  many  others  of  the  swarming 
Carrefour  Drouot.  Then  he  moved  from  place  to  place 
to  obtain  fresh  points  of  view  ; to  the  Hotel  du  Louvre, 
whence  he  could  embrace  the  perspective  of  the  Avenue 
de  rOpffia  ; to  the  Place  du  Havre,  with  the  Gare 
St.  Lazare  for  background,  etc.  The  character  of  his 
graphic  work  was  naturally  following  the  same  change  ; 
in  the  life  of  the  great  city  he  found  new  subject  matter 
for  his  lithographs,  and  we  now  see  appearing  streets, 
thronged  with  hurrying  people  and  vehicles,  interpreted 
with  a genuine  artistic  feeling.  To  this  period  belong 
Boulevard  Montmartre,  La  Rue  St.  Lazare  and  the  Place 
du  Havre  (1897).  For  a time  the  copperplate  was 
laid  aside,  lithography  on  zinc  being  a more  convenient 
method  during  the  constant  moves. 

In  1896  he  returned  to  Rouen,  where  he  could  still  work 
indoors  and  paint  views  of  quays  and  harbours ; but  as  his 
age  no  longer  permitted  him  to  stand  the  winters  in  the 
country,  he  returned  for  good  to  Paris,  where  other  occu- 
pations prevented  him  from  resuming  his  engraved  work. 

29fj 


CAMILLE  PISSARRO.  Place  du  Havre,  (c.  1898).  Second  and  Final  State 
Size  of  the  original  lithograph  140X210  mm. 


Pissarro’s  lithographs  are  fewer  in  number  than  his 
etchings  ; only  63  are  recorded,  but  they  are  better 
known  ; he  so  readily  offered  them  to  his  friends  that 
they  are  found  in  many  private  collections.  Only  one, 
intended  for  some  publication,  is  in  colour — La  Charrue 
(c.  1911).  Four  stones  were  used,  one  for  each  colour, 
as  in  his  coloured  etchings.  Of  this  a dozen  trial  proofs 
with  variations  in  the  colours  are  in  existence,  besides 
some  others  of  the  outline  only  printed  in  bistre.  He 
also  did  a fine  series  of  curious  monotypes,  mostly  in 
black,  but  some  heightened  with  a,  few  touches  of 
pink  and  brown  ; unfortunately  he  kept  no  record  of 
these,  and  it  would  be  difficult,  for  the  moment,  to  say 
how  many  were  done. 

Pissarro  paid  many  visits  to  this  country  and  worked 
for  some  time  in  Upper  Norwood,  Sydenham,  where 
he  caused  quite  a sensation  among  the  austere  popu- 
lation of  this  neighbourhood,  not  by  his  art,  but  by 
the  wooden  shoes  he  used  to  wear  when  going  to  paint 
out  of  doors.  He  also  painted  for  a time  in  Kew  Gardens, 
Kew  Green,  Hyde  Park  by  the  Serpentine  and  by  the 
riverside.  Divers  journeys  abroad  are  similarly  recorded 
in  his  graphic  work,  as  by  Notre -Dame  de  Bruges 
and  a charming  little  etching  of  the  Quai  des  Menestriers, 
Bruges,  fruits  of  a trip  to  Belgium  in  1894.  England  is 
but  poorly  represented  by  one  unfinished  etching  of 
Kew  Gardens  and  one  lithograph,  Le  Parlement  (1897), 
misnamed,  since  it  shows  Waterloo  Bridge  with  a few 
houses  on  the  Embankment  in  the  background.  Of 
the.se  two  prints  there  are  only  seven  copies  in  existence. 

During  his  lifetime  this  great  artist  was  not  recognised 
as  he  deserved  to  be.  Modest  and  reserved,  he  was 
never  one  to  push  himself  forward  ; he  spent  in  the 
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CAMILLE  PISSARRO.  Quai  des  Menestreers,  Bruges.  (i9!4).  Tenth  and  Final  Stat< 
Size  of  the  original  etching  119X  158  mm. 


country  a life  of  hard  work  and  endeavour  ; far  from 
the  big  centres  of  art  and  detached  from  the  coteries 
of  artists,  he  had  to  face  many  a difficult  crisis  and 
suffer  hard  times,  but,  always  a true  artist,  he  never 
gave  way  to  despair,  but  preserved  his  strong  en- 
thusiasm, and  he  never  made  concessions  in  his  art. 
His  whole  life  was  a model  of  intellectual  and  moral 
probity. 

Once  he,  of  whom  the  State  had  never  bought  a 
single  thing,  thought  to  offer  a very  generous  gift  to 
the  Musee  du  Luxembourg,  consisting  of  a complete 
collection  of  his  etched  work,  all  specially  selected 
from  the  best  artist’s  proofs,  printed  by  himself  and 
signed.  In  his  simplicity  he  did  not  quite  know  how 
to  make  an  official  present  to  the  State,  and,  shy  of 
noisy  publicity,  he  merely  sent  the  whole  collection, 
accompanied  by  a kind  letter,  to  the  Curator.  I believe, 
if  my  recollection  is  right,  that  he  never  received  a 
reply,  not  even  the  usual  formal  acknowledgment 
which,  one  would  imagine,  would  be  sent  to  any  donor. 
Anyway,  this  beautiful  collection  has  never  been  shown 
to  the  public,  and  it  was  still  lying  in  its  original  wrappers 
in  the  cellars  of  the  Museum,  when  I was  allowed  to 
examine  it,  a few  years  ago.  Pissarro  enjoyed 
recalling,  with  a philosophic  smile,  this  little  episode 
of  his  artistic  career,  in  which  the  struggle  against 
Impressionism  seemed  to  be  carried  up  to  the  lofty 
spheres  of  officialdom. 

At  each  of  his  exhibitions  Pissarro  showed  from  time 
to  time  a few  specimens  of  his  etchings,  which  never 
attracted  much  attention,  although  some  of  the 
shrewder  connoisseurs  were  already  beginning  to 
treasure  up  some  of  his  best  pieces.  In  Germany  and 
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America  he  seemed  to  have  a better  market  ; there 
some  dealers  were  interested  in  his  work,  and  he  was 
invited  to  exhibit  at  different  places  abroad.  Some 
examples  of  his  etchings  found  their  way  to  the 
Kupferstichkabinett  at  Berlin,  the  Hofbibliothek  (now 
combined  with  the  Albertina)  at  Vienna,  and  the 
Metropolitan  Museum  at  New  York.  The  British 
Museum  possesses  only  a few  lithographs  and  the  two 
sets  of  etchings  published  after  his  death. 

. For  his  etchings  he  asked  very  modest  prices,  ranging 
from  25  to  80  francs,  and  that  for  pieces  which  would 
to-day  fetch  in  auction  anything  from  300  to  500  francs. 
Yet  it  is  not  so  very  long  ago  that  I had  the  good 
fortune  to  come  across  some  of  his  lithographs  in  the 
Charing  Cross  Road,  which  I promptly  purchased  for 
only  a few  shillings  ; but  the  time  for  such  happy 
finds  is  rapidly  approaching  its  end,  for  the  announce- 
ment of  a forthcoming  catalogue  raisonne  of  Pissarro’s 
work  has  already  put  the  searcher  on  the  track.  The 
well-known  French  expert,  M.  Toys  Delteil,  is  pre- 
paring the  catalogue,  which  will  appear  in  his  famous 
series,  “ Le  Peintre-graveur  illustre.”  There  is  no 
doubt  that  this  publication  will  direct  the  attention 
of  connoisseurs  to  this  side  of  the  activity  of  a true 
artist  and  conscientious  craftsman,  whose  graphic 
work  will,  it  is  not  too  much  to  say,  take  a prominent 
position  in  the  history  of  original  engraving  in  the 
XIXth  century. 
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G.  F.  BLONDEL.  The  Inside  of  the  New  Prison  at  Rome 
Size  of  the  original  mezzotint  22!  X 16  inches 
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THE  MEZZOTINTS  OF  G,  F.  BLONDEL 

By  CAMPBELL  DODGSON 


cIE  ordinary  handbooks  on  engraving  and 
dictionaries  of  artists  will  be  consulted  in 
vain  for  any  information  about  the  mezzo- 
m tints  signed  with  the  name  of  Blondel.  They 
are,  however,  of  sufficient  interest  to  be  rescued  from 
such  complete  oblivion.  Our  illustrations,  and  still 
more  such  specimens  of  the  prints  themselves  as  are 
accessible  to  students  who  have  the  curiosity  to  seek 
them  out,  reveal  Blondel  as  an  artist  gifted  with  enough 
imagination  to  feel  the  majestic  beauty  of  antique 
Roman  architecture  and  of  the  great  basilicas  of  the 
Renaissance.  He  is  touched  with  something  of  the 
same  enthusiasm  and  reverence  for  the  past  as  Pannini, 
Clerisseau,  Desprez  and  Piranesi,  to  name  but  a few 
of  the  many  eighteenth  century  painters  and  etchers 
who  chose  Roman  architecture  for  their  principal 
theme.  Of  these,  it  is  the  last  who  is  most  likely  to 
have  influenced  Blondel  directly,  by  example  if  not 
by  precept.  BlondePs  two  original  compositions  of 
prison  interiors,  done  at  Rome,  display  a fancy 
and  invention,  inferior  to  Piranesi’s,  but  of  the 
same  kind.  He  had,  it  is  true,  a heavier  touch  and 
less  skill  of  hand,  but  he  possessed  something  of 
Piranesi’s  feeling  for  space  and  power  of  suggesting 
mystery  by  the  contrast  of  depths  of  gloom  with  light 
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entering  from  above  and  partly  penetrating  arched 
recesses.  There  can  be  no  doubt  that  he  knew  the 
Carceri. 

The  print  in  which  we  gaze  through  the  portico  of 
Sta.  Maria  Maggiore  on  a windswept  and  cloudy  sky, 
and  that  in  which  the  domed  Pantheon  is  transformed 
by  the  daring  addition  of  a double  internal  colonnade 
and  lofty  sculptured  frieze  into  a “ Temple  of  Bacchus  " 
where  a sacrifice  is  being  offered  at  the  smoking  altar, 
come  next  to  the  two  " Prisons  ” as  witnesses  to 
Blondel’s  imaginative  power  of  design.  The  church 
interiors  are  drawn  with  less  emotion  in  a tamer,  more 
conventional  style  ; but  in  fine  early  impressions  they 
represent  the  gloomy  atmosphere  of  a dimly  lit  vaulted 
building  with  considerable  skill.  Blondel’s  figure  draw- 
ing is  by  no  means  equal  to  his  treatment  of  archi- 
tecture— in  fact,  it  can  only  be  called  amateurish — 
but  he  has  an  eye  for  scenic  effect  in  the  grouping  of 
men  and  women. 

Our  information  about  the  artist’s  personality  is 
very  scanty,  and  derived  only  from  two  sources  : the 
inscriptions  engraved  at  the  foot  of  the  mezzotints 
themselves,  and  the  catalogues  of  the  Society  of 
Artists  and  Free  Society,  of  the  years  1765-1774,  as 
extracted  and  reprinted,  not  without  errors,  in  one 
of  the  valuable  books  of  reference  compiled  by  the 
late  Mr.  Algernon  Graves.^  Mr.  Graves  has  made  the 
mistake  of  naming  our  engraver  Jean  Frangois  Blondel. 
He  is  called  in  the  catalogues  merely  " Mr.  Blondel,” 
or  ” Blondell,”  but  on  the  published  prints  invariably 
‘‘G.  F.  Blondel,”  which  may  stand  for  “Giovanni^ 

’ The  Society  of  Artists  of  Great  Britain,  1760-1791. — The  Free  Society 
of  Artists,  1761-1783.  A complete  Dictionary  of  Contributors  and  their 
work.  By  Algernon  Graves.  1907,  p.  35. 
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G.  F.  BLONDEL.  A View  of  a Prison 
Size  of  the  original  mezzotint  22J  X 15J  inches 
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(or  Giacomo)  Francesco,”  if  we  assume  that  he 
italianised  his  name  when  living  at  Rome,  but  there 
is  no  reason  to  assume  anything  of  the  kind.  The 
signature  scratched  on  the  engraver’s  proofs  of  Plates  1 
and  2 indicates  that  “ F ” is  the  initial  of  the  name 
which  he  actually  used.  The  only  Blondel  whose 
Christian  names  were  Jean-Frangois,  according  to 
Thieme-Becker,  was  an  architect  (b.  1681,  d.  1756), 
whose  relationship  to  the  much  more  celebrated 
architect,  Jacques-Frangois  Blondel  (b.  1705,  at  Rouen, 
d.  1774)  is  uncertain.  While  the  earlier  of  these  two 
architects  is  excluded  by  his  date,  a rapid  glance  over 
the  career  of  the  later  will  show  that  he,  engaged  all 
his  life  in  the  construction  of  splendid  buildings  in 
France,  Alsace  and  Lorraine,  cannot  possibly  be  the 
draughtsman  and  engraver  who  sent  contributions  to 
a few  London  exhibitions,  in  the  years  1765-1767  and 
1774,  from  addresses  in  Panton  Street  and  Albemarle 
Street.^  One  of  the  few  things,  however,  that  the 
engraver  actually  tells  us  about  himself,  is  that  he  was 
the  son  of  the  famous  architect  who  died  in  1774. 
This  we  learn  from  the  inscription  on  one  of  his 
“ Prisons  ” (No.  1 of  the  list,  below).  It  is  almost 
certain,  therefore,  that  he  was  born  at  Paris,  ^ and 
quite  certain  that  he  studied  at  Rome,  where  he  made 
most  of  the  drawings  on  which  he  afterwards  based 
his  mezzotint  engravings.  These  were  probably  all 
“ scraped,”  as  he  would  say,  in-  England,  where  he 
evidently  settled  after  his  return  from  Rome,  for  it 
is  unlikely  that  he  practised  there  this  method  of 

’ 'I'he  information  given  by  E.  Benezit,  Dictionnaire  des  Peintres,  etc. 
L,  p.  622,  is  quite  unreliable. 

2 A daughter  of  J.  F.  Blondel  was  baptised  at  St.  Eustache  in  1729 
(C.  Bauchal,  Nouveau  Dictionnaire  des  Architectes  Fran^ais,  p.  58). 
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G.  F.  BLONDEL.  The  Vestibule  of  St.  Mary  at  Rome 
Size  of  the  original  mezzotint  22JX154  inches 
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engraving,  so  essentially  English,  so  little  acclimatised 
in  Italy.  Some  of  his  plates  had  been  finished  as 
early  as  1765,  when  he  exhibited  either  No.  1 or  No.  2 
of  my  list,  along  with  No.  3,  at  the  gallery  of  the 
Society  of  Artists.  To  the  1766  exhibition  of  the  Free 
Society  he  sent  No.  7 of  the  list,  and  two  sketches  of 
Roman  ruins.  In  1767  he  exhibited  fourteen  " designs 
in  architecture  composed  in  the  ancient  Roman  and 
Egyptian  manner,”  in  one  frame  ; also  ” a ruin,  a 
composition,”  and  a mezzotint.  No.  9.^  It  appears, 
therefore,  that  all  the  mezzotints  were  produced  between 
1765  and  1767.  Seven  years  later  he  exhibited  ” the 
Judgment  of  Paris,”  but  there  is  nothing  to  show 
whether  this  was  a picture,  a drawing,  or  a print. 

Every  one  of  the  nine  architectural  subjects  at 
present  known  to  me,  except  the  ninth,  bears  a 
dedication,  usually  to  some  English  nobleman,  gentle- 
man, or  lady  of  quality,  but  in  one  case  (No.  6)  to  a 
foreign  prince.  It  is  possible  that  the  family  records 
of  one  or  other  of  these  persons  might  throw  some 
light  on  their  relations  with  Blondel.  At  present  he  is 
nothing  but  a name.  George  III.  owned  two  of  his 
drawings,  the  original  of  the  mezzotint  of  St.  Stephen’s, 
Walbrook,  and  also  a drawing  of  St.  Paul’s  Cathedral, 
but  they  cannot  now  be  traced  in  the  Royal  collection. 

The  engravings  themselves,  all  of  uniform  dimensions 
and  for  the  most  part  numbered  as  parts  of  a series, 
are  rare.  Till  1914  there  were  but  two  (Nos.  2 and  6) 
of  the  architectural  subjects  in  the  British  Museum. 
Then  a third  (No.  9)  was  bought,  and  Lady  Lucas, 

^ The  numbers  of  these  exhibits  were  36-38  in  the  catalogue,  and  not 
26-28  as  Graves  prints  them.  Graves  also  mentions  two  other  mezzotints 
and  the  address  “ Albemarle  Street,”  but  there  is  no  mention  of  these  in  the 
original  catalogue,  unless  there  was  a second  edition. 
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who  still  possesses  brilliant  impressions  of  Blondel’s 
two  “ Prisons,”  gave  Nos.  3,  4 and  8,  in  fine  condition, 
to  the  Museum  in  1917,  so  that  it  now  has  six  out  of 
the  nine  architectural  pieces.  Eight  (all  except  No.  9) 
are  in  the  Albertina  at  Vienna  (in  fine  impressions) 
Nos.  1 and  2 being  magnificent  proofs  before  letters 
with  a dry-point  signature  at  the  left  side,  instead  of 
engraved  script  on  the  right,  as  seen  in  the  published 
states.  No.  2 in  the  same  state  is  in  the  Rijksprenten- 
kabinet  at  Amsterdam,  which  also  possesses  the  published 
state  and  five  other  mezzotints.  ^ Berlin  and  Paris  have 
nothing  by  Blondel  ; Dresden  has  four  prints,  divided 
between  the  two  collections.  His  name  occurs  only  once 
in  Art  Prices  Current  and  Print  Prices  Current,  from  1907 
to  1921  (1914,  St.  Stephen’s,  Walbrook).  When  once 
attention  has  been  called  to  his  mezzotints,  it  will 
probably  be  found  that  they  are  not  so  rare  as  one 
is  inclined  to  infer  from  the  silence  concerning  them  of 
all  historians  of  engraving. 

In  addition  to  the  architectural  subjects  of  which 
I have  hitherto  spoken,  Blondel  made  at  least  one 
experiment  in  portrait  engraving.  Chaloner  Smith, 
who  was  apparently  the  first  to  call  him  “ J.  F.  Blondel,” 
for  the  older  authorities  whom  he  quotes  say  nothing 
about  mezzotints  at  all,  describes  (I.,  p.  64)  the  portrait 
of  Charles  Lyttelton,  Bishop  of  Carlisle  (1714-1768), 
after  Francis  Cotes,  which  is  signed  “ Blondel  fec^-’’ 
Since  the  bishop  is  described  as  President  of  the 
Society  of  Antiquaries,  an  office  which  he  filled  from 
1765  to  his  death  in  1768,  the  portrait  was  engraved 

* In  the  same  collection  is  a drawing,  a design  of  scenery  for  the  theatre  at 
Amsterdam  in  1763,  attributed  by  an  i8th  century  inscription  to  Blondel.  It 
is  a typical  French  drawing  of  the  period,  light,  airy,  elegant,  and  neat,  and 
must  be  the  work  of  J.  F,  Blondel,  the  engraver’s  father. 
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between  these  years,  and  therefore  falls  in  precisely 
with  the  period  of  Blondel’s  engravings  of  architecture. 
It  is  not  a copy  of  Watson’s  portrait,  as  Chaloner 
Smith’s  words  might  be  taken  to  imply,  for  the  latter 
was  engraved  after  the  bishop’s  death  and  is  dated 
1770.  The  somewhat  amateurish  treatment  of  the 
drapery,  the  faulty  drawing  of  the  right  hand,  and  the 
rendering  of  the  curtain  on  the  left  and  sky  beyond  it, 
are  all  in  the  manner  of  Blondel  as  we  know  it  from 
his  other  mezzotints. 


LIST  OF  MEZZOTINT  ENGRAVINGS  BY  G.F.  BLONDEL 

1. — A View  of  the  Inside  of  the  New  Prison  at  Rome. 

G F Blondell  Delink  Sculp. 
To  the  IF-  Hon^Je.  RICHARD  Earl  Temple  This  Plate  is 
most  Humbly  Dedicated  by  his  Lordships  most  humble  Serv*- 

G.  F.  Blondel. 

Plate  1.  Design’d  at  Rome  and  Done  in  London  by  G.  F. 
Blondel  in  Panton  Street,  Son  of  the  Kings  Architect  and 
Professor  of  the  Royal  Accademy  at  Pa.ris. 

221x16  in.  (566x407  mm.). 

I.  Before  letters.  Signed  in  dry-point  beneath  subject, 
1.  : F.  Blondel  fecit  invenit. 

Vienna,  Albertina. 

II.  As  described,  the  original  signature  effaced.  Amster- 
dam, Dulwich,  Lady  Lucas. 


2. — A View  of  a Prison  of  the  Composition  of  Mr.  Blondel 
DONE  AT  Rome. 

G F Blondell  Delink  6-  Sculp. 

To  the  Rt-  HonMe.  GEORGE  SIMON  HARCOURT 
Viscount  Newnham  This  Plate  is  most  Humbly  Dedicated  ■ 
by  his  Lordships  most  humble  Serv*- 

Plate  2.  Publish’d  according  to  Act.  G.  F.  Blondel. 
22^X15  Jin.  (562  x404  mm..). 
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G.  F.  BLONDEL.  The  Inside  of  St.  Stephen's,  Walbrook 
Size  of  the  original  mezzotint  21  X i6  inches 
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■ I.  Before  letters.  Signed  in  dry-point  beneath  subject, 

1.  : F.  Blondel  invenit  et  fecit  1765. 

Amsterdam,  Vienna,  Albertina. 

II.  As  described,  the  original  signature  effaced.  Amster- 
dam, Dulwich,  Lady  Lucas. 

III.  “ Plate  ” remains,  but  “ 2 ” has  been  effaced. 
Dresden,  Coll,  of  K.  Fr.  Aug.  II.,  London. 

3.  — A View  of  the  Vestibule  of  St.  Peter  at  Rome. 

G F Blondel  Delin  cF  Sculp. 

To  the  R^-  Hon^^‘^-  ELIZABETH  Countess  o/"Northumberland 
This  Plate  is  ^‘ost  Humbly  Dedicated  by  her  Ladyships  most 
humble  Serv^- 

G F Blondel. 

Plate  3.  Publish’d  according  to  Act  by  G F Blondel  Panton 
Street.  - 

22ixl6-jj.in.  (570  X 411  mm.). 

Amsterdam,  Dresden,  Coll.  K.  Fr.  Aug.  II. — London. 
Brit.  Mus.  (presented  by  Lady  Lucas,  1917). — Vienna, 
Albertina. 

4.  — A View  of  the  Vestibule  of  St.  Mary  at  Rome. 

G.  F.  Blondel  Delink  6-  Sculp. 
To  the  Rf-  Honf^^e.  MILETE  Lady  Harvey  This  Plate  is  most 
Humbly  Dedicated  by  her  Ladyships  most  humble  Serv^- 

G.  F.  Blondel. 

Plate  4.  Publish’d  according  to  Act. 

22]  X 15|  in.  (565  X 405  mm.). 

Dresden. — London,  Brit.  Mus.  (presented  by  Lady 
Lucas,  1917). — Vienna,  Albertina — K.  Holzmann  sale  (Pre- 
stel,  Frankfurt,  18-20  May,  1914),  lot  91,  repr.  PI.  I. 

There  has  evidently  been  a first  state  of  this  plate,  before 
letters,  for  the  scratched  signature  G (reversed)  F.  Blondel 
fecit  is  still  legible  to  1.,'  below  the  engraved  subject. 

5 (?)  (Not  numbered). — A View  of  the  Stairs  of  the 
Vatican. 

To  his  Royal  Highness  William  Henry  Duke  of  Gloucester , etc 
etc.  etc.  this  Plate  is  with  all  Humility  Dedicated  by  hi^ 
Highness’ s most  hunP’e  S-  most  oD-  Serv^- 

G.  F.  Blondel. 

Published  according  to  Act  of  Parliament  by  G F Blondel. 

21 1 X 16,1  in.  (552  x 415  mm.). 

Amsterdam,  Vienna,  Albertina. 
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6 (?)  (Not  numbered). — A View  of  the  Temple  of  Bacchus  at 
Rome. 

G.  F.  Blondel  DeU-  et  Fccii. 

To  His  Royal  Highness  IF'"-  5^^'  Prince  of  Orange  (S* 

Naussan,  &^c.  S-c.  &^c.  this  Plate  is  ivith  all  humility  Dedicated 
by  his  Highness’ s, 

Most  HnnO’e  S-  most  Obedient  Send-  G.  F.  Blondel. 
Published  according  to  Act  of  Parliament  by  G.  F.  Blondel. 
22fxl6f  in.  (558x416  mm.) 

Amsterdam,  London,  Brit.  Mus. — Vienna,  Albertina. 

7.  — A View  of  the  Inside  of  a Sepulchrale  Church. 

To  the  Handle-  Philip  Honywood  Lieid-  General  of  his 
Majestvs  Forces  Collonel  of  the  \th  Regement  of  Horse. 
This  Plate  is  most  humbly  Dedicated  by  his  most  HunO'e 
Serv^- 

G.  F.  Blondel. 

Published  according  to  Act  of  Parliament  by  G.  F.  Blondel 
P anion  Street. 

21  j|  X 15  ^ in.  (555  x 405  mm.). 

Dresden  (1916,  H.  G.  Gutekunst  sale,  Frankfurt  a.  M.). — 
Vienna,  Albertina. — K.  Holzmann  sale  (Prestel,  Frankfurt 
a.  M.,  18-20  May,  1914),  lot  92. 

8.  — A View  of  the  Inside  of  a Church. 

Composed  and  Engraved  by  G.  F . Blondel. 

To  Thomas  Pitt,  Esq''-  this  Plate  is  most  Humbly  Dedicated 
by  his  most  Humble  SeiH- 

G.  F.  Blondel. 

Plate  8.  Publish‘1  according  to  Act  of  Parliament  by  G.  F. 
Blondel  Panton  Street. 

London,  British  Museum  (presented  by  Lady  Lucas,  1917). 
Vienna,  Albertina. 

9.  — (Not  numbered). — A View  of  the  Inside  of  St-  Stephens 

Walbroke  Done  from  the  Drawing  in  his  Majesty’s 
COI.LECTION. 

G.  F.  Blondel,  DeT-  et  Fecit. 
Publish’d  According  to  Act  of  Parliament. 

21  -^1  X 16  in.  (555  x408  mm.).  London,  British  Museum 
(Print  Room  and  King’s  Library).  ■ 

This  plate  was  exhibited  (No.  38)  with  another  subject 
in  “ metzotinto,”  not  named,  at  the  1767  exhibition  of 
the  Free  Society  (the  catalogue  numbers  are  misquoted 
by  Graves).  An  enquiry  made  at  Windsor  failed  to  elicit 
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any  information  about  Blondel’s  drawing,  " scraped  by 
himself,"  said  in  the  1767  catalogue  to  be  " in  the  Cabinet 
of  His  Majesty."  T.  Dodd’s  MS.  memoirs  of  engravers, 
in  the  British  Museum,  contains  the  following  note  : 
" G.  F.  Blondel,  architect,  proposed  to  publish  by  subscrip- 
tion two  mezzotints,  interior  views,  one  of  St.  Stephen’s, 
Walbrook,  and  the  other  of  St.  Paul’s  Cathedral,  from 
original  drawings  in  the  King’s  Collection,  in  a set  of  two 
others,  St.  Peter’s  at  Rome  and  the  Invalids  at  Paris." 

10. — Portrait  of  Charles  Lyttelton,  Bishop  of  Carlisle, 

AFTER  F.  Cotes.  C.S.  I.  p.  64. 

The  only  impression  recorded,  in  the  British  Museum,  is 
cut  within  the  plate-mark  on  all  sides,  to  the  size  of  14|x 
11;^  in.  (378x286  mm.).  The  margin  is  cut  off  immediately 
beneath  the  engraved  coat-of-arms,  so  that  it  is  uncertain 
whether  any  publication  line  existed.  A pencil  note  on  the 
mount  describes  it  as  ‘‘  first  state,  extremely  rare.”  There 
is  no  impression  at  Rose  Castle,  the  residence  of  the  Bishops 
of  Carlisle. 
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GEORGE,  PRINCE  OF  WALES 
By  J.  R,  smith,  after  T.  GAINSBOROUGH 

By  mark  W.  HALX 

nHE  sequence  of  states  of  the  handsome  mezzo- 
tint portrait  of  George,  Prince  of  Wales,  by 
John  Raphael  Smith,  after  Thomas  Gains- 
borough, R.A.,  has  up  to  the  present  been 
considered  an  unsolved  puzzle,  and  the  number  of  plates 
used  in  its  production  is  a problem  often  discussed  by 
collectors  and  printsellers. 

John  Chaloner  Smith  in  his  monumental  work  on 
British  Mezzotint  Portraits i,  Mrs.  Frankau^,  and  Mr. 
H.  P.  Horne ^ in  their  catalogues  of  engravings,  have 
attempted  to  describe  the  numerous  states  ; but  all 
these  records  are  based  on  the  wrong  assumption  of  the 
existence  of  three  plates. 

It  is  almost  an  impossible  task  to  define  the  differences 
of  impressions  in  an  intricate  plate  such  as  this,  without 
having  all  the  issues  side  by  side,  as  often  the  minutest 
variation  in  detail  constitutes  a different  state. 

I have  had  the  opportunity  of  comparing  the  impres- 
sions in  the  British  Museum  with  others  kindly  lent  by 
various  owners  ; these  favourable  circumstances  have 
enabled  me  to  rearrange  the  states  in  their  proper  order. 

’ John  Chaloner  Smith,  British  Mezzotint  Portraits,  1883. 

^ Julia  Frankau,  John  Raphael  Smith,  his  Life  and  Works,  1902. 

* Henry  Percy  Horne,  Catalogue  of  Engraved  Portraits,  Painted  by  Thomas 
Gainsborough,  R.A.,  1891. 
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The  supposed  existence  of  the  three  plates  is  negatived 
by  the  fact  that  a small  blemish  in  the  copper,  which 
prints  as  a black  dot  21  mm.  above  the  left  elbow  of  the 
subject,  occurs  on  all  the  ten  states  ; moreover,  the 
chain  of  evidence  which  links  one  state  to  another  con- 
clusively proves  that  only  one  plate  was  used. 

The  mezzotint  was  first  issued  in  1783,  price  one 
guinea,  by  J.  R.  Smith,  from  his  print  warehouse, 
opposite  the  Pantheon,  in  Oxford  Street.  Its  popularity 
must  have  been  enormous,  for  in  nearly  every  state  re- 
working can  be  detected  to  counteract  the  wear  of 
continuous  printing.  In  the  fifth  state  it  takes  a new 
lease  of  life,  being  extensively  re-worked  and  again 
inscribed  in  scratched  letters,  with  the  publication 
antedated  to  1783.  The  subsequent  states  are  inscribed 
in  the  familiar  st^de  of  dotted  lettering  common  to 
Smith’s  stipple  engravings. 

Collectors  might  be  excused  for  regarding  this  re- 
issue as  a new  plate,  but  for  the  fact  that  unmistakable 
traces  of  the  earlier  states  remain. 

As  the  life  of  the  prince  progressed  so  the  plate  was 
altered  accordingly  ; happily,  even  if  projected,  no  state 
is  known  showing  him  as  King  George  IV. 

It  was  not  surprising,  that  after  the  numerous  changes 
to  which  the  plate  was  subjected,  the  final  state  re- 
worked by  an  inferior  hand,  lacks  vigour  and  beauty. 

All  the  states  except  T,  V.  and  VIII.  are  in  the  British 
Museum. 

STATES 

I. — Inscribed  in  scratched  lettering,  with  George  of  title 
in  open  capitals  : — Painted  by  Thos.  Gainsborough,  Esqr., 
R.A.  Engraved  by  John  Raphael  Smith.  Royal 

Highness  George,  Prince  of  Wales.  London  : I ublish’d 
April  28,  1783,  by  J.  R.  Smith,  No.  83,  Oxford  Street. 
(C.S.  167.1.) 
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J.  R.  SMITH,  after  T.  GAINSBOROUGH,  R.A.  GEORGE,  Prince  of  Wales.  State  II 
Size  of  the  original  plate  25^  X 17 J inches 


II. — The  above  inscription  engraved  in  script  lettering  ; the 
George  of  title  in  filled  capitals.  (C.S.  167.  II.) 

III.  — The  plate  reworked  ; etching  introduced  in  the  wave  of 

hair  on  left  side  of  head.  Same  inscription  as  last 
re-engraved,  but  three  of  the  b’s  now  have  loops. 
(C.S.  167a.  I.) 

IV.  — The  plate  again  reworked  and  further  etching  added  to 

hair  ; the  etching  introduced  in  state  III.  is  still  distinct, 
and  remnants  of  the  lettering  of  the  same  state  can  be 
detected  at  top  of  inscription  space  above  the  painter’s 
name. 

The  inscription  altered,  now  reads  : — Painted  by  T. 
Gainsborough,  Esqr.,  R.A.  Engrav’d  by  John  Raphael 
Smith  Mezzotinto  Engraver  to  his  Royal  Highness  the 
Prince  of  Wales  (italics).  His  Royal  Highness  George, 
Prince  of  Wales  (script).  London:  Publish’d  Jany.  1st, 
1785  by  J.  R.  Smith  No.  83  Oxford  Street  (italics). 
(C.S.  167a.  II.) 

V.. — The  plate  extensively  reworked,  but  the  etching  on  hair 
on  left  of  head  and  a deeply  etched  line  on  the  sheep’s 
skin  to  the  left  of  star,  which  were  introduced  in  the 
earlier  states,  still  remain.  This  state  can  be  defined  from 
the  1st  by  the  etching  which  has  been  added  to  tail  of  wig. 
Inscription  erased,  instead,  in  scratched  lettering  ; — 
Painted  by  Thos.  Gainsborough,  Esqr.,  R.A.  Engraved  by 
John  Raphael  Smith.  His  Royal  Highness  George, 
Prince  of  Wales.  London  : Publish’d  April  28,  1783,  by 
J.  R.  Smith,  No.  83,  Oxford  Street.  (C.S.  undescribed.) 

VI. — The  above  inscription  engraved  in  dotted  script  lettering; 
except  for  John  Raphael  Smith,  read  /.  R.  Smith,  Mezzo- 
tinto Engraver  to  his  Royal  Highness,  the  Prince  of  Wales, 
George  of  title  in  filled  capitals.  (C.S.  167.  III.) 

VII.- — Address  in  line  of  publication  altered  to  : — 31  King  Street 
Covent  Gardxn.  (C.S.  undescribed.) 

VII  I. — Plate  reworked  ; same  inscription  as  last.  The  high 
light  on  the  nose  of  the  prince  is  now  reduced  to  a small 
circle,  and  marks  of  the  rocker  appear  over  top  line  of 
inscription.  (C.S.  undescribed.) 

IX. — Plate  entirely  reworked  ; the  figure  is  now  much  stouter, 
but  is  still  that  of  the  Prince  of  Wales  ; uniform  and 
rank  on  sleeve  changed  ; hind  quarters  of  horse  shortened, 
and,  in  distance,  left,  a troop  of  mounted  cavalry 
introduced. 

I’ainter’s  name  erased  ; date  of  publication  altered  to 
May  5th,  1789.  (C.S.  undescribed.) 
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J.  R.  SMITH,  after  T.  GAINSBOROUGH,  R.A.  GEORGE.  Prince  of  Wales.  State  IX. 
Size  of  the  original  plate,  25IX  i7t  inches 
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X. — The  plate  indifferently  reworked  by  another  hand.  The 
head  is  now  that  of  a much  older  man  with  side  whiskers, 
probably  an  adaptation  of  the  Phillips  or  Hoppner 
portrait  of  The  Prince  Regent. 

Title  altered  ; for  of  Wales  read  Regent  ; publication  line 
altered  to  : — London  : Published  the  12  of  August,  1813, 
at  No.  19,  Picket  Street,  Strand.  (Italics  not  dotted  as 
before.)  (C.S.  167.  IV.) 

C.S.  refers  to  the  number  and  state  in  J.  Chaloncr  Smith’s 
Catalogue. 

Note. — An  impression  has  been  seen  with  a scratched 
inscription  and  title  George,  Duke  of  Cornwall,  printed 
from  a separate  plate,  and  pasted  over  a lettered  state 
of  George,  Prince  of  Wales.  This  spurious  proof  was 
probably  done  early  in  the  19th  century  to  further  the 
sale  of  the  portrait  in  the  West  of  England. 
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REMBRANDT.  Mezzotint  portrait  of  Isaac  Abrabanel  by  an  unknown  engraver  (?) 
Size  of  the  original  ii  X 8 inches 


NOTE  ON  A MEZZOTINT  AFTER 
REMBRANDT 

By  JOHN  CHARRINGTON 


IR.  JOHN  CHARRINGTON,  of  The  Grange, 
Shenley,  Herts,  would  be  very  grateful  if  any 
reader  of  The  Print  Collector’s  Quarterly 
could  tell  him  of  a lettered  impression  of  the 
mezzotint  after  Rembrandt  here  reproduced.  The 
photograph  is  from  an  unlettered  impression  in  the 
British  Museum  (Cheylesmore  collection) . On  the  lower 
margin  is  written  (in  ink)  “ Isaac  Abrabanel  ” ; and 
on  the  inscription  space  (in  pencil)  “ Isaac  Abrabanel 
39.”  The  measurements  are : H.,  13in. ; Sub.,  (about) 
11  fin.  ; W.,  8J|in.  The  original  picture  is  Bode  292  ; 
Klassiker  der  Kunst  (Valentiner,  1909),  353. 

Chaloner  Smith  (vol.  iv.,  p.  1759)  mentions  a mezzo- 
tint, published  by  R.  Sayer,  of  ” Abrabanel  Isaac, 
Rabbi  ” — ” attributed  to  Dixon.”  Possibly  that  may 
be  the  print  about  which  information  is  sought. 


Hudson  & Kearns,  Ltd., 
at  London  in(ire;it  Hritain. 
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FRANK  T.  SABIN 

(Established  in  1848) 

172  NEW  BOND  STREET 

LONDON,  W.  I 


^ Finest  examples  of  old  English  and 
French  Colour  Prints,  Mezzotints,  etc., 
of  the  1 8th  Century. 

^ Choice  Paintings  by  Old  Masters. 

^ Original  drawings,  illuminated  manu- 
scripts, miniatures,  and  specially  fine 
and  rare  books. 


172  NEfT  BOND  STREET 

LONDON,  W.  I 

Only  Address 
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Art  Prices  Current 

BEING  A RECORD  OF  SALE  PRICES  AT  CHRISTIE’S 
DURING  THE  SEASON;  TOGETHER  WITH 
REPRESENTATIVE  PRICES  FROM  THE  SALES  OF 
MESSRS.  SOTHEBY,  WILKINSON  & HODGE,  AND 
MESSRS.  PUTTICK  & SIMPSON 

WITH  AN 

INDEX  TO  ARTISTS’  AND  ENGRAVERS’  NAMES 
AND  TO  THE  TITLES  AND  SUBJECTS  SOLD 

Volume  9 (191546) 

PRICE  THREE  GUINEAS  NET 


A COMPLETE  SET  of  the  nine  volumes  is  offered 
at  the  special  inclusive  price  of 

TWELVE  GUINEAS. 


The  previous  volumes  are  on  sale  separately,  as  follows : 


Vol.  I.  (1907-8)  (Christie’s  only) 

£1 

1 

0 net. 

Vol.  11.(1908-9) 

do. 

1 

1 

0 „ 

Vol.  m.  (1909  10) 

do. 

1 

1 

0 „ 

Vol.  IV.  (1910-1 1)  (Christie’s,  Sotheby’s  and  Futtick’s)  ... 

2 

2 

0 „ 

Vol.  V.  (1911-12) 

do. 

do. 

do. 

2 

2 

0 „ 

Vol.  VI.  (1912-13) 

do. 

do. 

do. 

2 

2 

0 „ 

Vol.  VII.  (191 3- H) 

do. 

do. 

do. 

2 

2 

0 „ 

Vol.  Vm.  (1914-15) 

do. 

do. 

do. 

2 

2 

0 „ 

“ART  TRADE  JOURNAL”  OFFICE 

13,  Buckingham  Street,  Strand,  W.C.  2 
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F.  B.  J{EU MAYER 

Book  and  Print  teller 
70  CHARING  CROSS  ROAD,  LONDON 

Tehphone  Gerrard  7813.  W C 2 


ETCHINGS  AND  LITHOGRAPHS  BY 
MODERN  ARTISTS 

DRAWINGS  BY  THE  OLD  MASTERS 

CHIAOSCUROS 


BOOKS  ON  ART,  ENGLISH  AND  FOREIGN 


Catalogues  post  free 


THE 

BEACON 

Edited  by  E.  R.  APPLETON 


Monthly 


The  beacon  heralds  an  awakening  of  creative 
energy  and  intellectual  beauty.  It  believes  that  the 
twentieth  century  can  and  must  be  made  a brighter 
epoch,  .spiritually  and  materially,  than  any  that  have  gone 
before.  Only  so  can  the  sacrifice  of  the  War  and  the 
adventure  of  civilization  be  made  worth  while. 


I 
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A.  GEOFFROY 

5 Rue  Blanche,  PARIS 

OLD  ENGRAVINGS 

ONLY 

CATALOGUE  ON  APPLICATION 


0rosvenor  0allet:ie8 

(P.  & D.  COLNAGHI  & CO.) 

51a  new  bond  street.  LONDON,  W.  1 


PAINTINGS  DRAWINGS  ENGRAVINGS 
ETCHINGS  WOODCUTS 
LITHOGRAPHS 

ALWAYS  ON  VIEW 

DAILY  10-6  SATURDAYS  10-4 


Francis  Harvey 

6 St.  James’s  Street 
LONDON,  S.W.  1 
4" 

OLD  ENGLISH  MEZZOTINTS 
RARE  ENGRAVED  PORTRAITS 

On  View  and  on  Sale 

Tel. : Regent  3927 
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Etching  Graft 

A GUIDE  FOR 

COLLECTORS  AND  STUDENTS 

BY 

W.  P.  ROBINS,  R.E. 

WITH  A FOREWORD  BY 

MARTIN  HARDIE,  R.E. 


Fully  illustrated  by  reproductions  of  masterpieces  with 
which  all  lovers  of  the  art  should  be  acquainted,  and 
sketches  depicting  the  stages  in  the  production  of  prints. 


Part  I 


Part  IV. 


AN  OUTLINE  OF  THE 
HISTORY  OF  ETCHING. 

Part  II. 

THE  PRACTICAL  SIDE 
OE  ETCHING,  with  full 
descriptions  of  the  various 
processes. 

Part  III. 

THE  GREAT  ETCHERS 
AND  THEIR  WORK,  from 
Diirer  to  living  artists. 


DRY-POINT,  AQUA- 
TINT, AND  SORT 
GROUND  described. 

Part  V. 

PRINTING,  AND 
MOUNTING  AND  CARE 
OE  PRINTS. 

Part  VI. 

A COMPREHENSIVE 
I BIBLIOGRAPHY. 


Med.  800.,  canvas  boards.  Price  17  6 net.  Order 
at  once  from  the  Publishers,  “ THE  BOOKMAN’S 
JOURNAL  AND  PRINT  COLLECTOR  ” Office, 
1 73-4-5,  Fleet  Street,  London,  E.C.  4. 

A large-paper  edition  de  luxe,  limited  to  65  numbered  copies  (of 
which  50  are  for  sale),  bound  in  half -Vellum,  and  containin'^  as 
a frontispiece  a signed  proof  of  an  original  dry-point  iy  W.  P. 
Robins,  R.E.  To  s bscribers  only,  price  Five  Guineas  net. 
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B.  F.  Stevens  & Brown 

Jlmerican  Library  and  Literary  jd gents 

beg  to  announce  that  they  have  added  a FINE  ART 
DEPARTMENT  to  their  Agency  under  expert 
management,  and  are  extending  their  activities 
to  High  Class  Pictures,  Drawings,  Engravings  and 
Works  of  Art  generally,  in  addition  to  Rare 
Books,  MSS.,  etc. 

Commissions  Executed  Searches  Made 
Enquiries  Solicited 


4 TRAFALGAR  SQUARE,  LONDON,  W.C.2. 

Telephone:  5306  G error d Telegrams  and  Cables  : Stebrovens,  London 

New  York  Agents:  Messrs.  Tice  & Lynch,  Inc.  33  Pearl  Street. 

Sole  Agents  for  The  Studio  publications  in  the  United  States. 


Greatorex  Gallery 

ORIGINAL  ETCHINGS 


14,  GRAFTON  STREET,  NEW  BOND 
STREET,  W.  1 
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TWO  ART  BOOKS 


GOYA 

AS  PORTRAIT  PAINTER 

By  A.  de  Beruete  y Moret,  late  Dirertor  of  the 
Pra ’o  Museum,  Madrid.  With  58  collotype  plates. 
Demy  4to,  52/6  net. 

Senor  de  Beruete  was  the  acknowledged  authority  through- 
out the  world  on  the  art  of  Francesco  Goya.  In  this  book 
he  has  dealt  exclusively  with  Goya  as  portrait  painter, 
reserving  the  compositions  and  etchings  for  treatment  in 
two  further  volumes. 

Superbly  illustrated  and  furnished  with  five  pages  of  biblio- 
graphy and  a complete  list  of  the  292  authenticated 
portraits  by  Goya,  this  book  may  expect  to  remain  the 
standard  work  on  the  subject. 

OLD  MASTER 
DRAWINGS 

A HANDBOOK  FOR  AMATEURS 
AND  COLLECTORS 

By  Henry  Scipio  Reitlinger.  With  72  collotype  plates 
after  Drawings  by  Italian,  Dutch,  Flemish,  French, 
German,  Spanish,  and  English  Masters.  Demy  4to, 
36/-  net. 

This  book  should  prove  of  great  practical  value  to  the 
growing  class  of  collectors  of  old  drawings.  The  author, 
who  has  acted  in  an  advisory  capacity  to  the  Victoria  and 
Albert  Museum  in  selecting  and  arranging  exhibitions  of 
Old  Master  Drawings,  has  been  himself  a collector  for  many 
years,  and  now  makes  available  the  results  of  his  experience 
in  such  matters  as  the  identification  of  anonymous  draw- 
ings, the  detection  of  forgeries,  the  care  and  arrangement 
of  drawings  in  public  and  private  collections,  their  framing 
and  mountiiig,  and  discusses  the  characteristics  of  the 
various  national  schools  to  which  the  masters  of  the  past 
belonged. 

Prospectuses  of  both  these  works  will  be  sent  on  application 
to  the  publishers : 

CONSTABLE  & COMPANY  LTD. 
PUBLISHERS  : LONDON 
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Old  Engravings 


LARGE  STOCK  OF 

FINE  OLD  COLOUR  PRINTS,  MEZZO- 
TINT PORTRAITS,  NAVAL,  MILITARY 
AND  SPORTING  SUBJECTS 

Catalogue  of  Fancy  Subjects,  etc.,  on  application. 

DAVIS  BROS. 

Established  1860  Tel.:  Victoria  3377 

17  KING’S  RD.,  CHELSEA,  LONDON,  S.W. 

Engravings  Purchased 


The  Print  Collector’s  Handbook.  By  Alfred 
Whitman.  Revised  and  enlarged  by  Malcolm  C. 
Salaman.  Small  4to.  With  64  illustrations.  18s.  net. 

“That  the  volume  supplies  a need  of  the  moment  there  can  be  no 
doubt  whatever,  and  if  asked  to  recommend  books  on  the  subject, 
we  should  certainly  name  this  first.” — Connoisseur. 

Bryan’s  Dictionary  of  Painters  and  Engravers. 

A new  Edition,  revised  and  enlarged  uitder  the  super- 
vision of  G.  C.  Williamson,  Lift.  D.  With  500  illustra- 
tions including  40  photogravure  plates.  In  five  volumes. 
31s.  6d.  net  each  ; or  in  half-morocco,  S15  15s.  per  set. 

“ An  inexhaustible  mine  of  wealth  to  all  students  of  art  history  . . . 
As  now  completed  it  is  an  epitome  of  representative  masterpieces 
of  painting  and  engraving.” — Studio. 

Miniature  Series  of  Painters.  28  vois.  Pott  8vo. 
Each  with  8 illustrations.  Is.  6d.  net  each. 

This  well-known  series  includes  volumes  on  Rembrandt,  Hogarth, 
Whistler,  Millet,  etc. 

Fuller  Details  of  the  above  post  free  on  request. 


G.  BELL  & SONS,  PORTUGAL  STREET,  LONDON 


THE 

PRINT  COLLECTOR’S 
QUARTERLY 

Edited  by 

CAMPBELL  DODGSON,  C.B.E. 


Vol.  1 

O.P. 

Vol. 

5. 

„ 2,  No.  1.  . . 

,O.P. 

6. 

. .set  22/6 

9 

,,  ii,  ,,  ^ . 

8/- 

•>•) 

7,  No. 

1 . . . 6/6 
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2 . . . 6/6 
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O.P. 

o 

7, 

9 9 

4.  . .O.P. 

„ 3,  ..  2... 

6/6 

? ’ 

8, 

9 9 

1. . .O.P. 

„ 3,  „ 3... 

O.P. 
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General  Index  for  Vols.  17,  2/6. 
POST  FREE. 


10  BEDFORD  STREET,  LONDON,  W.C.  2 
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French  Line  and  Colour  Prints, 
Aquatints,  Costumes  Plates,  Swiss 
Views,  ORIGINAL  DRAWINGS 
and  WATER  COLOURS,  Pictures 
and  Miniatures  by  French,  Dutch, 
Swiss  and  Scandinavian  Artists, 
OLD  MASTERS’  ENGRAVINGS 
and  ETCHINGS,  Views  of  all 
Countries,  and  all  sorts  of  Rare  and 
Valuable  Engravings. 

French  18th  Century  Illustrated 
Books,  and  Rare  Books  of  Foreign 
Travels,  Topography,  Geography, 
Botany,  Dentistry,  Medicine,  and 
early  Science. 

Portraits  by  Nanteuil  and  others. 


LA  RGB  CLASSIFIED  COLLECTIONS 

CATALOGUES  FREE  ON  APPLICATION 

SELECTIONS  SENT  ON  APPROVAL 

PAYMENT  CAN  BE  ARRANGED 
TO  SUIT  CUSTOMER’S  INCOME. 

ALBERT  BERTHEL 
17  BURY  STREET 
LONDON,  W.G.  1 
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OXFORD  BOOKS 


WILLIAM  BLAKE’S  DESIGNS  for 

GRAY’S  POEMS 

122  Plates,  12^  by  ibt  inches,  reproduced  in  Monochrome  or  Colour 
from  the  unique  copy  belonging  to  HIS  GRACh  THE  DUKE  OF 
HAMILTON.  With  an  Introduction  by  H.  J.  C.  GRIERSON. 

All  lovers  of  literature  and  art  will  welcome  the  publication  of  the  reproduction  of 
this  volume— a treasure  completely  lost  to  sight  for  the  last  hundred  years. 

Reproduced  at  the  O.xford  University  Press  by  the  collotype  process,  there  are  116 
plates  in  monochrome;  and  six  are  reproduced  a second  time  in  colours  by  the  chromo- 
collotype process. 

The  volume,  bound  in  cloth,  measures  15  inches  by  20  inches,  the  size  of  the 
illustrations  being  12;  inches  by  16;  inches. 

The  Edition  is  limited  to  650  copies,  of  which  600  are  available  for  sale. 

£15  15s.  net  Prospectus  free 

A History  of  Fine  Art  in  India  and  Ceylon. 

Dy  V.  SMITH,  qto,  with  five  coloured  plates  and  381  other 
illustrations.  In  full  morocco  (to  order),  cloth,  84s.  net. 

Contents  Chapters  I and  II,  Introduction,  the  Hindu  styles  of 
Architecture;  III-VII,  Hindu  Sculpture;  VIII,  IX,  Hindu  Paint- 
ing; X,  Hindu  minor  Arts;  XI,  Foreign  Influences  on  Hindu  Art; 
XII,  XIII,  Indo-Muhanimadan  styles  of  Architecture,  Decorative 
and  minor  Arts;  XIV,  Indo  Persian  or  Mughal  Painting;  Index. 

The  Court  Painters  of  the  Grand  Moguls 

By  LAURENCE  BINYON.  With  Historical  Introduction  and 
Notes  by  T.  W.  ARNOLD.  With  40  Plates  (seven  in  Colour). 
Medium  8vo.  84s.  net. 

FYom  Holbein  to  Whistler 

Notes  on  Drawing  and  Engraving,  by  ALFRED  MANSFIELD 
BROOKS.  8vo,  with  71  reproductions  of  pictures.  32s.  6d.  net. 

For  Yale  University  Press. 
This  book  deals  only  with  pictures  of  great  and  unquestioned  merit,  primarily  with  the  arts 
of  engraving  and  drawing,  and  is  intended  to  assist  judgment,  based  on  sound  mateiials. 

By  PROFESSOR  ALLAN  MARQUAND 

Luca  della  Robbia 

With  186  Illustrations  in  the  Text.  Demy  4to.  52s.  6d.  net. 

Della  Robbias  in  America 

With  72  full-page  Illustrations.  27s.  6d.  net. 

Robbia  Heraldry 

With  277  Illustrations.  52s.  net. 

Giovanni  della  Robbia 

With  161  Illustrations.  52s.  6d.  net. 

Benedetto  and  Santi  Buglioni 

With  148  Illustrations.  52s.  6d.  net. 


OXFORD  UNIVERSITY  PRESS 

Humphrey  Milford  . LONDON,  E.C.4 
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Odilon  Redon 


Bresdin,  Jongkindj  Miller, 
Kollwitz,  Bauer,  Matthew 
Maris,  Mauve,  Shannon, 
Ensor,  Fantin,  and  others 
are  largely  represented  in 
fine  proofs  and  first  states 
only  in  my  Catalogue  58. 
Free  on  demand  to  getiuinc 
collectors. 


J.  H.  DE  BOIS 

Fine  Prints 

HAARLEM,  HOLLAND 


HERBERT  FURST 
THE  LITTLE  ART  ROOI¥IS 
e DUKE  STREET,  ADELPHI,  LONDOPi,  W.C.  2 

Specialises  in 

IViODERN  WOODCUTS 

(Black  and  White) 

ENGLISH  & FOREIGN 

Also  ; Lithogr»aphs  and  Dpy-points  by 
Spencei^  Pr»yse,  Water*  Colour*a  by  Frank 
Brangwyn,  R.A.,  Bellingham  Smith,  etc. 
Paintings  by  Sickert,  Ricketts,  etc. 
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The  Fine  Art  Society  Ltd. 

Established  1876 

Publishers  of  the 

Etchings 

of 

Frank  Brangwyn,  R.A. 
Seymour  Haden 
William  Strang 

Etc.  Etc. 

Etchings,  Paintings,  Water 
Colours  and  Bronze  Statuettes 
by  Leading  Artists 

ZORN  ETCHINGS  A SPECIALITY 

0 

148  NEW  BOND  ST,  LONDON,  W.  1 


